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Foreword 





purine WonLD wan i a dedicated group of experts and myself had been 
commissioned to safeguard and salvage much of the art of Ttaly exposed to 
the rigors and misfortunes of war. The enthusiasm 1 had always felt for Italian 
painting from visits to museums and collections at home and abroad was 





cightened immeasurably by this close association with the displaced paint- 
ings, and on returning to academic activities I believe 1 was able to communi- 
cate some of this enthusiasm in the lecture hall and in museum work. I felt, 
however, the necessity of refocusing attention more widely on the great 
achievements of Italian painters in such a way that the student beginner and 
the amateur could both understand these paintings better in the light of the 
mes in which they were produced and enjoy them for their intrinsic beauty 
and power of communication. 

‘This book treats the development of Italian painting from 1200 to 1600, 
since during this period there occurred the prelude to the Renaissance, the 
Renaissance itself, and the reactions against High Renaissance ideals. In other 
words, we witness in the paintings the development of a significant period of 
human culture as an organic unit with a beginning, a middle, and an end. 

Although there are many links connecting it with the more immediate 
past, the Baroque period of the seventeenth century has its own characteristics 
as a new movement, rising as it does from the ashes of the Renaissance. It is 
a period, however, that, together with the Rococo of the eighteenth century, 
merits treatment in a separate publication worthy of its importance and 
achievements. 

Tn the first chapter attention is centered on questions of style without 
the knowledge of which the beginner would find himself unnecessarily ham- 
pered in his judgment, understanding, and enjoyment of the paintings pro- 
duced in the thirteenth and fourteenth centuries. In the chapters that follow, 
special attention has been given to the discussion of thirteenth-century paint- 
ing which is apt to be by-passed or curtailed in general books on Italian 
painting; yet, the knowledge of it is essential in order to obtain a correct 
picture of the development of painting in Italy. 

It is obvious that in a book for beginners problems of attribution—the 
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concern of professional art historians—cannot be discussed, but in some im- 
portant instances such problems are presented or outlined. Many of the minor 
Painters or schools also have no place here, Information about them can be 
found in publications cited in the various bibliographical lists. 

Since this book is primarily for English-speaking students and readers, 
the bibliographies have been restricted to important books and articles written 
in, or translated into, English. Exceptions are made in cases where knowledge 
of a sourcebook written in another language is essential. Exceptions are also 
made for publications that consist primarily of plates in color or in black and 
white, useful for consultation and illustration 

T warmly acknowledge indebtedness to my colleagues Professor George 

Dr. Gertrude Coor, and Dr. George P. Mras for helpful suggestions, 
ns, and ideas in the preparation of this volume. I am also much in- 








Section of the Department of Art and Archacology of Princeton University for 
their generous cooperation. 


E. T. DeW. 
Princeton, N. J. 


January 14, 1961 
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T the end of the twelfth and throughout the thirteenth century, in 
Tuscany and in adjacent regions of Italy, an increased demand for painting 
stimulated an increased production. In earlier medieval times, painting, such 
as manuscript illuminations, icons, and frescoes, had in the main been fos- 
tered and developed in the scriptoria,® the workshops, and the cloisters of 
monasteries as useful for religious purposes. The artist-painters almost al- 
ways were monks or lay brothers and generally were anonymous. In the 
late twelfth and early thirteenth centuries, however, painters more commonly 
were laymen working in their own shops and were members of a civic guild, 
their names appearing in the membership lists of the guild, in contraets, and 
in other civic documents. 

Without question, one reason for the increased demand for painting and 
for the development of painting as a secular craft in Tuscany, Lombardy, 
and nearby areas was the growth and the power of the city-states that arose 
out of the adverse economic and political conditions. After the collapse of 
the West Roman Empire, Italy was torn apart and kept in a state of 
virtual anarchy by the successive barbarian invasions from the north and 
by the incursions of the Byzantines and the Saracens from the eastern Med- 
iterranean. Rome, once the center of an empire, had become the city of the 
popes and played an important role in the development of medieval Italy. 
By the end of the eleventh century three spheres of influence had been es- 








©The scriptoria in a monastery were those restricted areas in which manuscripts were 
written, copied, and illumined. 
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tablished in the peninsula: the imperial territory controlled by the German 
emperors as part of the Holy Roman Empire; the papal territory north and 
south of Rome plus the cities of Ravenna and Rimini on the Adriatic coast; 
and the Regno, or Kingdom, of Southern Italy and Sicily, so called after the 
conquest of these regions by the Normans in the latter half of the eleventh 
century. 

In the imperial territory to the north, differences of opinion on matters 
of Church and imperial policy frequently produced open conflicts between 
popes and emperors, In order to be assured at such times of a certain amount 
of personal and economic security against the depredations of roving bands 
of soldiers, the inhabitants of these regions flocked to the fortified cities. 
These eventually grew into city-states and republics that on several occa- 
sions formed leagues against the emperor. In 1176, for example, the Lom- 
bard League handed Frederick Barbarossa a galling defeat, A league of 
Tuscan cities against Barbarossa’s grandson Frederick II was less successful. 
Frustrated, the cities formed leagues against each other in an attempt to 
seize the power in Tuscany, In succession, the predominating position in 
Tuscany was held by Lucca, Pisa, Florence, Siena, and then again by Flor- 
ence, 

As these cities grew in power and wealth their rivalries were not only 
political but also cultural. Each vied with the others in the production of 
architecture, sculpture, and painting, Individual artists were acclaimed and 
used as good propaganda in the cultural rivalries. Artists’ signatures on their 
paintings frequently included the name of the city in which they were ac- 
tive, such as "Guido da Siena.” All this was the initial phase of that revival 
in art and culture that reached its crowning point in the periods of the High 
Renaissance and the Baroque in the sixteenth and seventeenth centuries, in 
which the cities of Romo, Venice, Bologna, and Naples also participated. 

Another reason for the increased demand for painting was the spread 
of the two newly founded religious orders, the Franciscan and the Domin- 
ican, The Dominican rule was confirmed in 1216; the Franciscan in 1223, 
Both injected new life into the medieval Church. St, Francis, born at Assisi 
in Umbria, went about preaching the importance of living the simple life, 
with Charity and Poverty as companion virtues. Known as God's troubadour, 
St. Francis "sang" of the beauties of G Nature, retold Biblical stories 
in terms of the most simple human experiences, and ministered to the poor, 
the sick, and the outcast. St. Dominic, a Spanish monk, active both in France 
and Italy, built up a militant preaching order to combat heresy, Its mem- 
bers were to take their inspiration from the proselyting fervor of the early 
apostles of Christ and were highly trained in church doctrine and law. The 
intellectual giant of the Middle Ages, St. Thomas Aquinas, was a Dominican, 

Each of these orders grew rapidly after the death of its founder; each 
tried to outdo the other in zealous activity that manifested itself visually in 
rival building programs. During the latter half of the thirteenth century and 
during the fourteenth, Franciscan and Dominican monasteries and churches 
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sprang up throughout central and northern Italy. Almost every city had its 
Franciscan and its Dominican church, one competing with the other in size 
and in splendor of decoration. For example, in Florence the most important 
churches after the cathedral were the Franciscan church of Santa Croce and 
the Dominican church of Santa Maria Novella, built at opposite ends of the 
city. 

What is important here is that, in contrast to the earlier Benedictine 
and Cistercian orders, the Franciscans and the Dominicans built their mon- 
asteries and churches in cities, the churches, like the Gothic cathedrals in 
France, becoming parts of the civie unit, Hence the rivalries in church- 
building not only between the cities but also between the religious orders 
brought with them many demands for painting as decoration for these new 
buildings, Obviously religious subject matter predominated in the paintings. 
Secular themes were to be found in the wall decorations of castles, private 
palaces, and town halls, but the demand for them was limited, 

















Fresco Painting and Panel Painting 


The painted decoration in churches falls into two categories: fresco painting 
and panel painting." Fresco painting appears as decoration of the interior 
walls of a church, such as the walls of the nave, the side aisles, the tran- 
septs, the choir and sanctuary, and the chapels. The walls of an adjoining 
cloister were also frescoed. On the exterior of the church, the facade and 
the narthex or porch could receive frescoed decoration. Since the subject 
matter was taken from Biblical sources or from the legends of saints, the 
purpose of the frescoes was didactic as well as decorative. 

Panel paintings, as the words imply, were painted on wooden panels 
and were portable, ‘The subject matter consisted essentially of representations 

s, of the Madonna and Child, and of the individual 
figures of saints. Whether large or small, panel paintings were essentially 
objects of devotion to be placed on altars. On occasion, large crucifixes and 
panels of the Madonna or of some saint were suspended from the rafters 
above the sanctuary or were attached to the upper molding of an iconostasis 
(choir screen), They were also carried in processions. 

"The panel paintings placed on altars—that is, the altarpieces—varied in 
type and shape.t The earliest type, and one rarely found after the thirteenth 
century, is the ancona, or dossal. It is a simple rectangle in shape with either 
a horizontal or vertical axis, The figure of the Madonna or of some saint 
occupies the central position o it and is flanked by a series of small painted. 
rectangles in which episodes from the life of the central figure are repre- 
sented. The panels with vertical axis at times terminate at the top with a 
triangle or gable or with a semicircle, The semicircular termination is pro- 














+ Panel painting and fresco painting are described more Fully in the Appendix. Other 
terms are explained in the Glossary. 
| Crucifixes are in a special category and will be described in the next chapter. 
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A, B, C, and D (above), Anconas 
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F (above). Diptych 
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duced by the projection of a part of the halo of the central figure. A po- 
lygonal dossal also makes its appearance toward the end of the thirteenth 
century. Its decoration consists of a series of half-length figures set under 
an arcade of semicircular, trefoiled, or pointed arches. Christ or the Virgin 
occupies the center arch; two or three saints, to right and left, Hank the 
central figure.* 

Toward the end of the thirteenth century also, hinged types of portable 
altarpieces, large and small, became popular. According to the number of 
sections in their construction, they are known as diptychs, triptychs, or pol- 
yptychs. The diptych consists of two rectangular panels of equal size clos- 
ing ín on each other like the covers of a book. The triptych has a central 
panel twice the width of the two side panels that are hinged to the central 
panel and, when closed, fit over it like shutters. Ivory triptychs imported 
from Byzantium and from Gothic France were the models determining the 
shapes of the wooden Italian triptychs of this period. 1£ based on a Byzan- 
tine model, the termination at the top of the central panel would be either 
rectangular or semicircular. At times a combination was achieved by recess- 
ing a semicircle beneath the rectangular top; in that case the side panels 
were made to fit the semicircle, If the model was Gothic, the central panel 
terminated in a triangular gable, characteristic of Gothic architecture. The 
polyptych, because of its multiple parts, was as a rule rigid, not hinged. 

At the beginning of the fourteenth century, the great Sienese painter 
Duccio created a kind of superaltarpiece. It was of monumental size and 
was architecturally constructed with a base, middle, and top. The base, 
known henceforth as the predella, contained a band of narrative scenes; the 
middle or main part consisted of the representation of the Madonna with 
her entourage of saints and angels; and the top was covered with Gothie 
pinnacles, In the late fourteenth and in the first half of the fifteenth cen- 
turies this type of altarpiece developed often into an elaborate architectural 
extravaganza, at times resembling à miniature cross-section of a five-aisled 
Gothic cathedral with its flamboyant decoration on the exterior, 


The Background of Styles 
No style of art suddenly appears fully developed, like Athena springing from 
the head of Zeus. There are always antecedents and contributory elements, 
the past and the contemporary. Style, like time, is an “ever-rolling stream,” 
‘Therefore before taking up the study of painting in Italy from about 1200 
to 1600, we should familiarize ourselves somewhat with the major stylistic 
currents in European art that contributed to the formation of the painting 
styles in central Italy and Tuscany around the year 1200, Otherwise a plunge 
back to that time might well leave us confused and lacking in understand- 
ing. 

* Similar dossals appear among the icons in the monastery of St. Catherine on Mt. 
Sinai in the Red Sea peninsula. 
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We choose as the point of departure for our study the period around 
1200 not because there had been no painting in Italy before that time but 
because certain events in the political and religious life of medieval Italy 
about 1200 provided the impetus for a renewed activity in the arts of ar- 
chitecture, sculpture, and painting in Tuscany and central Italy, This ac- 
tivity was to reach its climax in the High Renaissance of the sixteenth cen- 
tury. 

"irre: are fous urtigoun lad li elio ed. silva mono e 
quaintance as we begin our study, The oldest of these is the Classic style, 
the product of the ancient cultures of Greece and Rome, It is the ancestor 
of most later styles produced in Europe no matter how changed they may 
have become from the original. Its roots never died, but furnished the im- 
petus for many subsequent Classical revivals, one of which we shall encounter 
in fifteenth-century Italy. The three other styles present in medieval Europe 
at the time we begin our survey of Italian painting were the Byzantine, the 
style of eastern Europe, and the Romanesque and the Gothic, the styles of 
the west, 


The Classic Style 


Classic representational art was primarily concerned with the human figure 
as a physical material entity. This figure, however, was subjected to a cer- 
tain proportional relationship of parts to produce an ideal of physical beauty. 
This was best achieved in sculpture and in the representations of the nude 
male [1.1] and the traditionally draped female forms, the nude female figure 
appearing in later Greek and in Roman art. The Greek passion for the beauty 
of form was such that the drapery, when used, was represented as diapha- 
nous or as if wet and clinging to the form [1.3]. This use of drapery to ex- 
press the form beneath is called functional drapery, 

In relief sculpture too, in order to have these ideal figures predominate, 
the composition was kept very simple and there was no indication of en- 
vironment, the backgrounds being neutral or tinted with a plain color, A 
prime example of this type of relief is the famous Orpheus, Eurydice, and 
Hermes in the National Museum in Naples [1.2]. Like two parts of a pa- 
renthesis, the end figures of Orpheus and Hermes turn to enclose and em- 
phasize the beautiful figure of Eurydice, 

The major elements of the Classic style, then, are natural, ideal human 
forms as the main elements of a composition, functional drapery, neutral 
backgrounds, and simple, balanced compositions. 





(Opposite) 1.1 (top left). Gnexx: Idolino (4th cen. nc.). Bronze. Museo Archeo- 
logico, Florence (Alinari) 
1.2 (top right). Gueex syi: Hermes, Orpheus, and Eurydice (Roman copy). 
Marble. Museo Nazionale, Naples (Alinari) Ñ 
1.9 (bottom). Gnexx; The Three Fates (sth cen. s.c.) Marble. British Museum, 
London (Hirmer Verlag, Munich) 
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The Byzantine Style 


In the fourth century xp. the emperor Constantine the Great had transferred 
his capital from Rome to the city of Byzantium on the Bosporus, later to 
be known as Constantinople. There grew up in consequence in the eastern 
Mediterranean an empire known as the East Roman or Byzantine Empire 
to distinguish it from the slowly disintegrating West Roman Empire. Be- 
cause of its geographic position this Byzantine Empire absorbed many ideas 
and elements of culture, government, and art that were Near Eastern as 
well as Roman. In contrast to the western empire, it grew in power and 
influence until it dominated not only the eastern Mediterranean but also 
reached out in the west to Italy, Sicily, and even Spain. Its vitality was 
finally broken by the Turks after the capture of Constantinople in 1453. 
During this period of over a thousand years a Succession of great dynastic 
families built up a culture rivaling that of ancient Persia in learning and 
splendor and established a powerful theocracy in which the emperor and 
the orthodox Christian Church played the leading roles. 

The art produced in the capital city and in the great monasteries of 
Byzantium mirrors this linking of the dogmatism of the Orthodox Eastern 
Church with the magnificence of the autocratic imperial court. The Byzan- 
tine style, after passing through various phases of development, reached its 
height from the tenth to the fifteenth centuries. Its essential characteristics 
during these centuries are most readily revealed in the great mosaic compo- 
sitions decorating the apses, domes, vaults, and walls of still-existing Byzan- 
tine churches. These represent Christ and the Virgin, scenes designating the 
major feast days of the church year, and episodes from the Old and New 
Testaments and from the lives of the saints. The figures of individual saints, 
lined up along the walls as though for inspection, are frequently present 
too. This wealth of religious subject matter is also found in the minor arts, 
for example, in manuscript illuminations, ivory carvings, icons, and enamel 
plaques, all of which had their liturgical uses. 

The Christian religion from its beginning had no regard for the mate- 
rial world but stressed the Other World, the Immaterial—"Love not the world, 
neither the things that are in the world. . . . For all that is in the world 

passeth away.” * Consequently the Christian concepts dominating By- 
zantine art were quite the opposite of the concepts dominating Classic art. 
‘The interest in the material, physical beauty of the human form of Classic 
art had no place in Byzantine art. What was important in the latter was 
visually to make clear to the beholder the dogmas of the Church, to ac- 
quaint him with its major feast days, and to teach him the significant events 
of sacred history. Hence the three-dimensional figures of Classic art were 
supplanted in Byzantine art by two-dimensional, flat ones whose drapery 
and anatomical details reduced to abstract forms could furnish elentents for 

















* John 2:15-17. 
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14. Byzantine: Leo VI Prostrate before Christ (10th cen.). Mosaic. Narthex of 
Santa Sophia, Constantinople. 


the creation of rhythms and patterns in the compositions, The figures them- 
selves were endowed with identifying attributes and with expressive gestures 
to strengthen their didactic intentions. 

A few cogent examples of mosaics will suffice to illustrate the major 
characteristics of the Byzantine style and the concepts behind them, The 
nthroned figure of Christ or of the Virgin, flanked by saints or often by 
temporal rulers, appears frequently as decoration for the apses or the lu- 
nettes in Byzantine churches, From time immemorial the throne has been 
the symbol of majesty, of power and authority. In the despotic East this 
authority was supreme, with power over life and death. Consequently who- 
ever is seated on the throne assumed these attributes that evoked in the 
minds of the beholder reactions of awe, reverence, fear, obedience, and ad- 
oration. In the mosaics, then, these reactions were applied to the figures of 
Christ and the Virgin as king and queen, or as emperor and empress, Christ 
often carries a book, the Bible, thus giving it authority. The Virgin in most 
cases holds the Christ child on her knee, the Christ child wearing a cross- 
nimbus to indicate His divinity. Therefore the Vir ee 
Mother of God. But king and queen of what? C 
represented as corporeal realities. They are not three-dimensional nor do they 
call attention to their physical attributes. They are created in two-dimen- 
ional areas, their drapery folds and what were once modelings of light and 
shade having been reduced and abstracted to linear or flat patterns of color. 
In other words, they are not king and queen of any place in the material 
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15. Brzsxrises Christ's Entry into Jerusalem (13th cen.). Mosaic. Choir arch of 
nave, St, Mark's, Venice (Anderson) 


world but of the other, the 





paterial, world, They are set against a gold 
ackground that further emphasizes their unreality, Nothing is there to call 
to the mind of the beholder any attempt to reproduce nature in the mate- 
rial sense, Thus the concept and its expression in the Byzantine style of 
“hrist and the Virgin is that the one is King and All Powe 

rator, and the other is the Queen of Hea 

supreme authorities in the other world toward whom the worldly beholder 
reacts with awe and adoration, respect and fear. Even the highest temporal 
authorities are subservient to them and receive their own authority to rule 
from them, A mosaic in the vestibule of Santa Sophia in Constantinople 
depicts the Emperor Leo prostrate before the throne of the Christ [1.4]. In 


other, in the church of the Martorana in Palermo, Christ is setting the crown 
on the he 














|, the Pantoc 
and the Mother of God—the 




















Another characteristic of Byzantine art is its creedlike, its dogmatic, qual- 
ity. For example, in the sixth-century Gospel book from Ros 
sode of Christ entering Jeru ulm Sunday is represented with the 
most significant details as told in the Gospel narrative, Seven hundred years 
later, in the thirteenth-century mosaic in St, Mark's in Venice [1.5] th 
scene is represented with only the slightest variatio 
certain figures. The same is tn 





the epi- 











me 
in the placement of 
for other Biblical scenes and for the figures 
of saints, prophets, and apostles. Once the type was established, its essen- 
tials did not vary. There was no room for individual interpretation, Even 
in our own time 





in the Slavic countries where, before the Bolshevist revo- 
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lutions, the Orthodox Eastern Church predominated, religious scenes and 
saintly personalities were still being painted as they were painted in the 
heyday of Byzantine culture. All had been determined. By whom? By what? 
By the Church, by its dogma. At the Council of Nieaca (A». 787) the pro- 
nouncement had been made that “The composition of the figures is not the 
invention of the painters but the law and tradition of the Catholic Church, 
and this purpose and tradition is not the part of the painter (for his is only 
the art) but is due to the ordination and the disposition of our Fathers." 
Consequently where the Orthodox Eastern Church held sway, the dogma 
held its iron rod over the representation of religious subject matter. Art can 
change only when the concept changes. When that concept is tied to a 
dogma concerned with the immaterial world there is no place for material 
change or invention. 

You may well ask, "How could such an apparently static art, harnessed 
by dogma, have had any appeal whatever to the illiterate masses who fre- 
quented the churches?” The answer lies in the ellect on the simplest be- 
holder of the wondrous color of the mosaic and in the organization of the 
rhythms of abstract form and color. No one who has ever stepped from the 
brilliant outdoor sunlight into a church the walls of which are covered with 
mosaic decoration will forget the breath-taking effect of the colored light 
pervading the interior. It is not an intellectual experience, first of all; it is 
an emotional one, Gradually out of the general haze of colored light definite 
color spots and rhythms catch the eye, and then only gradually does the 
spectator investigate the figures and the stories that are depicted for his in- 
struction in the mosaics on the walls, vaults, and domes. It could never oc- 
cur to him to question whether the anatomical details of the figures are cor- 
rectly rendered, whether the figures are beautiful or ugly. There is no ap- 
peal to the material, the physical, in that sense. But nowhere else is any 
more effective emotional realization of dogma expressed to the beholder by 
the use of abstract form, color, rhythm, and design. An impressive example 
of this is the wonderful figure of the Madonna in the apse of the cathedral 
at Torcello [1.6] in the Venetian lagoon. The isolated, dark-blue silhouette 
of the lone Virgin holding the Christ child, made all the more effective by 
the multiple rhythm of the twelve apostles lined up at the base of the apse, 
emerges from the gold background to proclaim to all worshipers the doc- 
trine of the Church that she is indeed the Mother of God. 

‘The compositional simplicity of Byzantine mosaic representations is a 
survival of the Greek type of composition, and so too is the use of neutral 
backgrounds against which the figures are set, In Greek times the back- 
grounds apparently were colored. Here they are gold. In either case the 
intent and purpose are the same: to focus all the attention on the figures, 
But here the similarity ends, An apt comparison can be made between the 
Orpheus, Eurydice, and Hermes group [1.2] and the mosaic Crucifixion in 
the eleventh-century church of Daphni near Athens [1.7]. In both, three fig- 
ures are arranged in a parenthesislike composition emphasizing the central 
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1.6. Byzavrixe: Madonna and Apostles (13th cen. 


Mosaic, Central apse, 
Cathedral, Torcello (Anderson) 


figure: Eurydice and the crucified Christ. But whereas in the former the 
emphasis is for the sake of physical beauty, in the latter it is for the sake 
of the religious idea conveyed. This is not the historical crucifixion with de- 
tails of the setting and of the crowds that must have been present. It is as 
abstracted from reality as it can be. Only the three principals present at the 
death of Christ are here: the Virgin, Christ, and St. John. They are so placed 
that the attention is focused on the Crucified, not as an ideal physical exam- 
ple of a man but as the Saviour of mankind by the act of His death, It is 
the significance of the crucifixion in Christian dogma that is stressed, and it 
is stressed by means of the traditional Greek type of composition 
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1.7. Brzasrise: Crueifision (11th cen.). Mosaic. Monastery 
Church, Daphni (Alinari) 


In the development of the Byzantine style, then, we can note the break- 
down of the Classic, the infiltration of Near Eastern colorism, and the tri- 
umph of stylization in the reduction of form to pattern, which made this 
stylized form an excellent vehicle for dogmatic religious ideas. The simplicity 
of formal composition remained Greck, but the composition empha 
religious id 
and emotional possibilities were limitless. 

It is most essential to be familiar with this Byzantine style since it was 











rather than a material form. In addition, Byzantine decorative 
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The Romanesque Style 


1n the meantime, in western Europe styles were being developed out of a 
fusion of native Celto-Germanic elements with late Classic ones. Such Clas- 
sic elements were brought up from southern Europe and from the eastern 
Mediterranean in the wake of Christian missionary activities and of pilgrim- 
ages made by devotees to the Holy Land. Elements characteristic of the 
native art were ornamental, decorative motifs, such as spirals, interlaces, and 
lacertines (that is, ribbonlike motifs with animals biting one another). These 
were found on buckles, brooches, daggers, and horse trappings, and expressed 
the restless vitality of the barbarie Nordics.” To these decorative elements 
gradually were added representational ones—the human figure in particular 
appearing in the illustrated manuscripts imported from the south and east, 
such as Bibles and gospel and liturgical books, as well as on carved ivories 
and other cult objects. The manuscripts served as models to be copied in 
the newly established monasteries of the west and north to supply them 
with their own service books. Thus local styles of painting were developed 
in the monastic centers, styles that spread and intermingled as manuscripts 
were exchanged or on loan between monasteries. Styles were also spread 
along such pilgrimage routes as those leading from northern and western 
France to Santiago de Compostela in Spain. 

Instead of a political unity, such as the Byzantine Empire in the east, 
a series of feudal states grew up in the west during the earlier medieval 
period. In time, distinctive styles of art developed in these areas and are 
differentiated by names designating the regions in which they were pro- 
duced, such as Burgundian, Provencal, Languedoc, or Catalan, 

The term Romanesque is a blanket one to cover the various twelfth- 
century styles that were the final products of the fusion of stylistic elements 
pointed out in the preceding paragraphs. The term itself derives from the 
fact that, particularly in the religious and secular architecture of that period, 
elements of decoration and structure were borrowed from ancient Roman 
architectural monuments still in evidence in various regions of western Eu- 
rope. Romanesque painting, however, as seen in manuscript illuminations, in 
panel paintings, and in frescoes, has nothing Roman about it but developed 
out of the manuscript styles previously mentioned that were becoming more 
and more rigid and stylized as the result of repeated infusions of Byzantine 
stylistic elements. These manuscript styles never became completely Byzan- 
tine, however, because there was always present in their make-up the naive 
emotional vitality of western art with its tendency to force figures into ex- 
aggerations of form and expression. But we do note that the powerful By- 
zantine influences had a tendency to produce a similarity of style in the lat- 
ter part of the twelfth and in the early thirteenth century in widely sepa- 
rated regions of the west, such as in France, the Rhine countries, England, 








* These motifs are also present în the illuminations of the famous ninth-century Book 
of Kells in Dublin. 
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1.8. Romasesque: Madonna between Prophets (12th cen,). Fresco, Apse, San Sil- 
vestro, Tivoli (Ministry of Public Instruction) 


northern Spain, and Italy [1.8]. One might even speak of an International 
Romanesque style in painting at this time, In Italy the Romanesque paint- 
ing style was apt to be much more Byzantinized than it was in France and 
elsewhere in the north and west, This was particularly true of the regions 
of central and southern Italy because of their greater distance from the 
transalpine monasteries and their proximity to Byzantine centers of culture 
the western Mediterranean, such as Sicily. In the region between Rome 
and Naples, for instance, a painting style that was developed in the abbey 
of Montecassino, to be known as the Benedictine style, had ingredients sim- 
ilar to those of the Romanesque style elsewhere—that is, Byzantine and lo- 
cal monastic manuscript elements—but a larger proportion of the Byzantine 
elements. This was unquestionably the result of the presence of Byzantine 
artists called to Montecassino by the abbot Desiderius in the eleventh cen- 
to help in the redecoration of the abbey church. This style, emanating 
from the mother house at Montecassino, spread to other Benedictine foun- 
dations in Italy.* Hence this Benedictine-Romanesque style was bound to be 









































* As an early example of this Benedictine style we cite the eleventh-century frescoes 
at Sant’ Angelo in Formis near Capua [1.9]. Later examples are present in the Benedic- 
tine monasteries at Subiaco, near Home, and in Rome itself in the Sylvester chapel of 
the church of the Santi Quattro Coronati. 
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MANESQUE: Christ and 
the Adulterous Woman 
(nih cen). Fresco, 
Nave, Sant. Angelo in 
Formis (Anderson) 








one of the elements present 
of the city-states of Tuscany. 





the paintings we are to consider as products 





The Gothic Style 

There was still another style that came fore 
to affect the styles developing in Tuscany, Umbria, and adjacent 
regions. This was the Gothic style that was to allow Italian painters of the 
thirteenth and fourteenth centuries to break out of the strait jacket of By- 
zantine and Romanesque two-dimensional stylizations and express themselves 
in a style more suited to the more human 
ligious subject matter current at that time. 

Tt was in northern France during the latter half of the twelfth century 
that the style known as Gothic began to take form. It reached its high mo- 
ment during the thirteenth century in the architecture, sculptural decoration, 
stained glass of the great cathedrals, such as those the cities of 
Chartres, Paris, Amiens, and Rheims, It was the style that was to spread 
throughout western Europe contemporancously with the revival of painting 
in 1 nd it was to bec e for western Europe what the Byzantine 
style was for Europe, 

‘The concept behind the Gothic style was essentially much more human 
than that behind the Byzantine and accounts for the striking differences be- 
tween them, Contrasting a Gothic Madonna, such as the Vierge Dorée at 
Amiens [1.10] with a Byzantine one, such as the Torcello Madonna [1.6]— 
granting the fact that the Gothic example is in sculpture and the 
one in mosaic (for sculpture lent itself more rea 
Gothie concept just as the flat mosaic was t 
—we find the Gi 
the moth 





fully into play in the thirteenth 











notional interpretations of re- 
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ly to the expression of the 
supreme Byzantine medium) 
hie Madonna fundamentally more human. It is the idea of 
n the Mother of God that is being stressed. While she wears a 
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1.10 (left). Gore Dorée 
cen. puth transept portal 
dral, Amiens. 1.11 (above), Gormc 
sition of Christ (13th cen.). Ivory 





Paris (Archive Photographiques) 





ality, the Madonna turns 





halo and crown to indicate her divinity and re 
toward the Christ child and He tums with in 
mother and child would do. This is only one instance of the new naturalism 


to her as any human 





that was to pervade Gothic art 
But this Gothic naturalism was not the Greek naturalism that had been 
iman form. It was there to make more 





concerned with the beauty of the 
1 situations inherent in religious stories 





emotionally real the human content an 
and doctrines, This Gothic naturalism is found chiefly in the faces and the 
hands. The rest of the body usually is covered with heavy drapery folds 
used expressicely to stress the three-dimensional bulk of the 
beneath, as in the Classic sty 








igures and not 





functionally to express the for These drapery 


folds were then organized so as to lead the eye to the emotional center of 





the group or composition. In the Vierge Dorée the folds of the drapery on 
the right-hand side lead to the Christ child on the Virgin's arm, and the eye 
tor wanders from head to hand exploring the tenderness ex- 








of the spe 
changed between mother and child. 
One of the most humanly moving representations of the Deposition of 


Christ is a Gothic ivory group in the Louvre [1.11]. Joseph of Arimathea, 
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1.12, Byzantine: Last Judgment (12th cen). Mosaic. Cathedral, Torcello 
(Alinari) 


to whom the body of the Saviour was delivered after the crucifixion, carries 
the broken, angular form of Christ with the greatest care and solicitude, 
The Virgin Mother follows, and with bowed head nd ra 
dead right hand to her tearful check. All the 
faces, the hands, and the posture of the figure 
in accom; 

of Arimathe 





I expression is in the 






notior 





and the drapery serves as 
ing accent to these emotions in the hunched-up folds of Joseph 
s mantle and the slow-falling rhythm of the 
As in the Vierge Dorée, the drapery folds with their curvili 
serve a definite decorative purpose 

Since both the Byzantine and the Gothic styles were conc 
expression of religious concepts—the 
—a comparison of two repres 
distinctions of each. The one 





s garment, 
accents also 





ned with the 
thic is a more humanly emotional one 
ions of the Last Judgment will clarify the 
Torcello [1.12] is a huge mosaic covering 
the interior west wall of the cathedral; the other representation of the Last 


Judgment [1.13] is sculptured on the west portal of the cathedral at Bourges, 
France. 
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1.13. Gore: Last Judgment (13th cen.). Stone, West portal, Cathedral, Bourges 
(Archives Photographiques) 






e Torcello mosaic [1,12], the By 
Judgment as though it took place in an imperial judgment hall. Christ, al- 
though displaying the wounds in His hands and feet, is clad in a royal purple 
mantle, He is seated as judge on the throne, flanked by the Virgin and St. 
John the Baptist and by the twelve apostles, six seated on either side like 
members of a jury. Below Christ stand archangels dressed in the 
costumes of court heralds, St, Michael weighs the souls, and below, to left 
and right, are the groups of the Blessed in Paradise and the Damned in 
Hell. The whole scene has an impressive austerity to strike fear into the 
hearts of the spectators, 

In the sculptured portal at Bo 
scene are present—the Virgin 





artist represents the Last 




















ges [143], the same general elements 
of t St. John the Baptist, St. Michael weigh. 
ing the souls, the Blessed and the Damned—with significant differences, 
Christ, although seated on the throne of judgment, is nude to the waist to 
show the wound in His side. He holds up His hands and exposes His feet 
the nail marks of His crucifixion, He is not pri- 
marily the judge, as at Torcello, but the Saviour who sacrificed Himself on 
the cross for mankind. In like manner the expression of the bliss of the 
Blessed in Paradise and of the terror of the Damned in Hell are made phys- 
ically more manifest at Bourges than at Torcello, The chirping bliss on the 
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birdlike faces of the three souls safe in Abraham’s bosom is actually comic. 
Not that these emotions are not present in the Torcello mosaic, but they are 
presented in a different manner that is highly indicative of the differences 
between the Byzantine and the Gothic modes of expression. At Torcello these 
emotions are achieved in a typical Byzantine abstract fashion. The six apos- 
tles seated to the right and left of the throne of Christ balance each other 
as pattern accents but, you will notice, the stylized drapery folds of the apos- 
tles on the left fall in straight rhythms, giving the effect of calm and the 
drapery folds of the apostles at the right are full of restless curves. It so 
happens that the straighter, calmer rhythms on the left are directly above 
the group of the Blessed in Paradise who repeat these straight rhythms them- 
selves, whereas the restless rhythms are above the Damned writhing and 
twisting in the fires of Hell. By means of the more abstract elements of 
stylized design and rhythm, the Byzantine achieves what the Gothic expressed 
by the actual rendering of the human emotion. 

‘The Byzantine, then, dominated by the dogmatic religious concept that 
contains no vagaries of human emotion, achieves an emotional expression 
nevertheless by the abstract means of color, pattern, rhythm, and decorative 
design, The Gothic allows human emotion to color the religious concept and 
open the door to naturalism in order to express this. Both styles have their 
own specific strength and weakness. But it must be said that in the Byzan- 
tine style the religious concept, tied as it was to Church dogma, never loses 
the power and grandeur of that dogma, In the Gothic style, where that con- 
cept is tied to human emotions, religious concepts can become either as grand 
as the highest human emotions or as trivial and mannered as emotions at 
times can be. As a civic rather than an imperial style, the Gothic empha- 
sized human emotions as applied to religious teaching, 








Style Factors in Thirteenth-century Italian Painting 


We shall see characteristic elements of the Classic style appearing in some 
frescoes at the end of the thirteenth century, but not until the fifteenth cen- 
tury and later do they play an important role in Italian painting. 

The major style factors in twelfth- and thirteenth-century Italian paint- 
ing were the Byzantine and Romanesque. The Byzantine had been a familiar 
and influential style in Italy ever since the sixth century when the Emperor 
Justinian made Ravenna an exarchate and extended Byzantine political con- 
trol over south Italy and the coastal cities, such as Amalfi, Although Ravenna 
was lost to the Lombards early in the eighth century, the Byzantine control 
over the south of Italy was to last for five hundred years, until the conquests 
of the Normans. During this period, Byzantine monasteries were founded in 
the south, and Byzantine craftsmen and artists migrated to Italy, particularly 
during the iconoclastic controversy in their homeland in the eighth and ninth 
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114. Brzasrisis Pantocrator (12th cen). Mosaic. Apse, Cathedral, Monre 
(Alinari) 





centuries, It was only natural, then, for illuminated manuseripts, icons, and 


other cult objects in ivory, gold, and enamel to be imported into these re 





gions, and for local art products to bear the stamp of the Byzantine style, 
Some, in fact, were the work of artist-eraftsmen imported from. Constanti. 
nople, as was the case at Montecassino previously mentioned, Even after the 
Norman conquest, magnificent mosaics in the Byzantine style were still to 
be produced as decoration for the churches at Monreale [1.14], Cefalü, and 
Palermo in Sicily. At the other end of Italy, the brilliant mosaics in the 
cathedral of St. Mark's and the fabulous gold and enamel altarpiece, the 
pala d'oro, on the high altar, brought as loot to Venice after the fall of 
nople to western crusaders in 1204, kept the Byzantine style before 
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ia, Hence the style t 





zantine elements with the styles of local seri 
shall first meet in the early paintings in Ti 
Romanesque style to which from time to time during the thirteenth century 
new Byzantine impulses will be added resulting from trade and other con- 
nections between Italy and the eastern Mediterran 
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The Gothic style in painting made its appearance in Italy toward the 
end of the thirteenth century. Like the Byzantine, it too was an imported 
style. It is found in monastic churches built by French Cistercians as early 
as the twelfth century in regions to the north and south of Rome and even 
in Tuscany. However, it was the great wave of French culture that poured 
into Italy in the last thirty years of the thirteenth century in the wake of 
the Angevin conquests that caused the Gothie style to take root and manifest 
itself in the sculpture and painting of Italy as well. 

We had mentioned previously that the difficulties between the popes 
and the emperors of the Holy Roman Empire had kept northern Italy in a 
state of confusion and insecurity and had resulted in the development and 
growth of the city-states. This struggle came to a climax in the thirteenth 
century with the accession of Frederick 11, the Hohenstaufen, to the imperial 
throne. He had inherited the imperial territory in north Italy from his 
father Henry IV and the Norman kingdom of South Italy and Sicily through 
his mother, the Norman princess Constance, Being an ambitious as well as 
a brilliant individual, he aimed to control all Italy, even including the papal 
territories after the popes had begun to scheme against him. A death struggle 
between popes and emperor ensued. Frederick died suddenly in 1250. The 
popes decided to rid themselves-and Italy—of the Hohenstaufens, When 
Urban IV, a Frenchman, was elected to the papal throne in 1261 he appealed 
to Louis IX of France. Louis dispatched his brother, Robert of Anjou, with 
his armies to Italy, Robert made certain that no members of the Hohen- 
staufen family should survive, Of Frederick's two young descendants, popular 
in later medieval romance, Manfred was killed in battle in 1268 and Con- 
radino, captured, was beheaded at the age of fifteen in a public square in 
Naples the following year. 

The Angevin court was set up in Naples, and French fashions, man- 
mers, and styles became the order in Italy. In the arts, architecture and 
sculpture responded to the Gothic style more immediately than did paint- 
ing, where the more traditional Byzantinized Romanesque persisted until the 
end of the century, although at times certain Gothic decorative elements 
made their appearance. But a switch to a new style in painting as different as 
the Gothic was from the Byzantinized Romanesque would necessitate a radi- 
cal change in concept regarding the subject matter represented. This was 
supplied by the Franciscan moverent that had been preparing the ground 
since early in the century for more human interpretations of religious stories 
and episodes as against the more doctrinal and dogmatic interpretations of 
earlier times. The two-dimensional, flat, stylized figures of Byzantinized 
Romanesque painting were no longer able to express adequately this new 
content, but the Gothic style was, especially in its sculpture with its three- 
dimensional naturalism. It was this Gothic sculpture as peared in Italy 
that was to furnish the models, as we shall see, for the Gothic style in paint- 
ing at the end of the thirteenth century. 
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22, Luccuese  Scmoor 
Crucifix (12th-13th cen.). 
Panel painting, 86° x 
714". Museo Civico, Lucca 
(Alinari) 





we must consider the Sarzana panel as the ancestor for these two Lucca 
crosses. The frames have the same semicircular terminations at the top and 
side extensions and also the chalicelike shape at the bottom, The Ascension 
at the top has been abbreviated to the enthroned figure of Christ and two 
attendant angels, but the ends have the symbols of the evangelists although 
omitting the additional prophet figures. In their place the San Michele cross 
has an angel at each end, and the Museo Civico cross has a decorative 
fleuron. Mary and St. John appear to the left and right in the top register of 
the scenes on the apron panels; in the Museo Civico cross an additional 
Mary is added to each figure, as in the Sarzana cross. In the second register, 





these crosses introduce a feature that was to become characteristic of the 
Lucchese school: the two thieves erucified with Christ (one to the right and 
the other to the left of Christs corpus), each having his legs broken by 
an executioner, In the third register are the scenes of the Entombment 
and the Marys at the Tomb. The divided scene of the Denial of Peter occurs 
in the San Michele cross to the right and left of Christ's feet 

In style the crosses at Lucca are more developed and more controlled 
than the Sarzana cross and must be dated toward the end of the twelfth cen- 
tury; they are in a style that is related to the Benedictine-Romanesque style. 
‘The peculiar treatment of Christ's eyelids, with the split parallel lines at the 
tear duct, was anticipated in the frescoes at Sant’ Angelo in Formis [1.9] 
and in the figures of a triptych in the duomo at Tivoli, In the Entombment 
scene at the sides of the crucifixes, the sarcophagus of Christ is of the ancient 
Roman strigillated type that also appears in the Sant’ Angelo frescoes. 
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The Berlinghieri 


During most of the thirteenth century, painting in Lucca was dominated 
by the work of a remarkable family headed by the man who signed himself 
in the Latin form “Berlingerius” on a crucifix now in the Museo Civico at 
Lucca. His name appears again in the 1228 treaty of peace with Pisa, to- 
gether with the names of his three sons, Bonaventura, Barone, and Marco. 

Berlinghiero's signed crucifix [2g] is one of extreme simplicity and 
beauty. Iconographically it follows the earlier Lucchese tradition but abbre- 
viates it. The Virgin and two angels are all that remain of the Ascension; the 
customary roundel at the top with the bust of Christ is missing. The arm-ends 
have the symbols of the four evangelists, and the panels Banking the corpus 
are entirely filled by the large-scale full-length figures of the Virgin and St. 
John. Below, to right and left of the suppedaneum (the block on which Christ's 
feet are nailed), are the fgures of the maid and St. Peter from the Denial 
scene. 

Although these iconographie details establish their derivation from 
the earlier Lucchese crosses, the style of the Berlinghiero painting shows 
striking changes owed to the presence of some new Byzantine influence in 
Lucca." The embroidered and jeweled garments of the angels at the top 
resemble the costume worn by Byzantine court heralds. The Virgin figure 
flanking the body of Christ is very close in style to the Virgin in the Deisis 
mosaic [2.4] in St. Mark's, Venice, and the delicate golden ornaments falling 
from the border of the Virgin’s mantle at the shoulder are present also in a 
mosaic at Monreale in which King William presents the church to the Vi 
gin, The fine-lined stylized treatment of Christ hair and, particularly, the 
curvilinear repeats in the beard are inspirations from still other Byzantine 
mosaics, Very striking is the comparison of Christ's head on the crucifix 
With the head of Christ in the Daphni mosaics [1.7] or with the Pantocrator 
head in the apse of Monreale [1.14] where even the two small hairs projecting 
from between the loops of Christ's beard at the chin are to be found. 

‘One other detail needs to be noted: the threadlike design running around 
the cross outside the pearl border. It has the strange form of a double curve, 
top and bottom, with small hornlike comer elements, making it resemble a 
conventionalized wineskin. We will call attention to this motif several times 
ater because it became characteristic of the Berlinghieri and of those painters 
influenced by them, a trademark, as it were, of Lucchese influence. 

‘A number of other crosses are closely related to this crucifix by Ber- 
linghiero, but we cannot consider them in this book. 

In the church of St. Francis at Pescia, not far from Lucca, is one of 
the masterpieces of thirteenth-century Tuscan painting-an altarpiece bear- 








* See Evelyn Sandburg Vavalà, La Croce Dipinto Italiana, Casa Editrice Apollo, 
Verona 1920. D. 549. This huge publication on Italian painted crosses is the most im- 
portant work on the subject. 
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2.4 (right). Byzantine: Detail from 13th cen. mosaic 
St. Marks, Venice (Anderson) 
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ing the figure of St. Francis [25]. It is dated 1235 and is signed by Ber- 
linghieros son Bonaventura. It is vertical in shape, with a gabled top. St. 
Franeis stands in the center, facing front, with his left hand grasping a 
large book and his right raised to show one of the stigmata, others appearing 
on his left hand and on his feet. A half-length angel in jeweled garment is 
placed to either side of his shoulders, Below each angel and flanking the 
figure of the saint are three scenes from his life, including miracles, the 
Sermon to the Birds, and the Receiving of the Stigmata, The date and the 
signature of the artist appear about the feet of the central figure. 

In this panel also, evidences of some new contact with Byzantine art 
are apparent. They are manifest in the form and posture of St. Francis him- 
self, which are duplicated in rows of saints in Byzantine mosaic cycles and 
manuscripts. The effective use of stylization in the features of the saint give 
him a serious, dry, ascetic look. The small scenes at the sides might almost 
have been taken from an illuminated Byzantine manuscript, for note the 
round turrets and the gabled structures, the cornices of which are decorated 
with a stylized leaf ornament (the Lesbian leaf), and the conventionalized 
rhythms that establish the rocky elements of the landscape. 

In the scene of St, Francis preaching to the birds [26], Bonaventura 
shows his genius in the treatment of the abstract form elements as a supple- 
ment to the emotional content of the event. Here the contrast between 
linear rhythms, essentially rectilinear on the left side of the scene and pre- 
dominantly curvilinear on the right, express the emotional contrast between 
St. Francis’ seriousness of purpose, linked with the wonder of his companions, 
and the excitement and twitter of the birds directing their attention toward 
him. A master stroke is the tiny, sparkling, pearl-shaped blossoms scattered 
like dew over the mountainside, bespeaking the chirpy restlessness inherent 
in the birds whose eagerness otherwise is frozen in their stencillike forms. 

This panel at Pescia is the earliest of a series of St. Francis altarpieces of 
the thirteenth century. As early as 1228, two years after St. Francis died, 
there was a Franciscan foundation at Lucca, and it well may be that the 
type and iconography of the scenes from the saint's life were established at 
Lucca, indeed in the workshop of the Berlinghieri. 

Although attempts have been made, nothing can be aseribed with cer- 
tainty to Berlinghiero's two other sons, Barone and Marco. From accounts 
we know that Barone was a Franciscan monk and is traceable as a painter 
at Lucca between 1240 and 1284, and that Marco painted miniatures in a 
Bible for a priest in Lucca in 1250, But of the number of panels that show a 
style close to the signed pieces not one can be definitely ascribed. 

Apart from the Byzantine abstractions already mentioned, the character- 
istic features of the style of the Berlinghieri were the strongly delineated 
and stylized lights and shadows and the long oval faces with a tendeney to 
become a bit jowly at the bottom. These features, plus the decorative border 
motif, to which attention has been called, will appear in other Tuscan styles, 
as we shall see shortly. 
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Pisa 

A seafaring city from the time of the Romans, Pisa continued its naval 
operations in the western Mediterranean throughout the medieval period. 
Having liberated Sardinia from Saracen marauders, Pisa helped the Normans 
in their conquest of Sicily, furnished ships for the First Crusade, and laid 
the foundations for the great maritime commerce that brought wealth and 
political power to the city. Its naval victory over the Moors and triumph over 
the rival city of Amalfi in the twelfth century were followed by imperial con- 
cessions of control over the coastal area as far south as Civitavecchia and 
by the establishment of feudal rights in Naples, Salerno, and other regions in 
southern Italy and Sicily. Pisan ambitions led first to friction with 

its ancient rival, but it was the struggle with Genoa for control of Sardinia 
and Corsica and with Florence over that city's outlet to the sea that brought 
about the downfall of its power. Defeated by the Genoese fleet in 1284, Pisa 
never recovered and eventually had to submit to Florence's domination of 
Tuscany. 

It was in the heydey of its power, in the twelfth and thirteenth cen- 
turies, that Pisa produced the painters who developed the style we call “Pisan” 
in contradistinction to other Tuscan styles. As at Lucca, our first impressions 
of Pisan painting come from a group of crucifixes dating in the twelfth cen- 
tury. Here we shall briefly discuss only four, all by anonymous painters: the 
crucifix at San Frediano in Pisa [2.7], crucifix no. 432 in the Uffizi in Florence, 
and crucifixes nos. 15 and 20 [2.8 and 2.10] in the Museo Nazionale in Pisa, 

Although these four crucifixes show no unity of style, all are similar in 
shape and in the decorative layouts of the parts. The arms of each cross have 
rectangular projections, that at the top sometimes terminate in a semicircle. 
The apron panels also are rectangular and lack the rounded bottom that was 
found in the early Lucchese crosses. The most characteristic feature of the 
Pisan crosses is the use of six scenes from the Passion or Resurrection cycles 
on the apron panels. The Virgin and St. John do not flank the body of Christ 
as they did in the Lucca crucifixes but, when present, are placed in the pro- 
jections of the horizontal arms, 

The figure style of the San Frediano cross [2.7] somewhat resembles that 
of the Sarzana cross [24] with its flat, papery forms and threadlike outlines 
of Romanesque miniature style gone to seed. The colors, however, revealed by 
recent cleaning, give a gay effect and compensate for the weak draftsmanship. 

In the Uffizi cross, the posture of Christ's body and the tilt of His head 
are similar to those in the San Frediano cross, but the small fanlike tufts 
of His beard, which appear also on the small figures of Christ in the scenes 
along the side of the eross, are quite unlike anything we have seen before or 
will see later. The whole style of the figures in these Passion scenes is a 
strange and yet forceful one [29]. The outlines are sharp and the move- 
ment in the lines of the drapery is clearly articulated. The large heads out 
of proportion to the bodies, the curiously Mongoloid features, and the white 
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2.7 (opposite, above left). Pisax SenooL: 
à (13th. cen.). Panel painting, 
‘ San Frediano, Pisa (Soprin- 






28 (opposite, above right). Pisax 
Crucifix (12th cen.). Panel paint- 
ing, 111%" x 94%”. Musco Nazionale no. 15, 
Pisa (Alinari) 
2-9 (opposite). Pisas Scuoor: Betrayal 
of Christ, detail of Crucifix (13th cen). 
Uffizi no. 432, nce (Soprintendenza) 
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2.10 (above). Pisas Senor: Crue 
cen.). Panel painting, 118%" 
Museo Nazionale no. 20, Pisa (Soprint 
denza) 

2.11 (right). Pisas Scoot: Pietà, de- 
tail of 2.10 (13th cen.). Panel painting. 
Museo Nazionale no. 20, Pisa (Soprinten: 
denza) 
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dots placed beside the pupils of the eyes to heighten expression create a 
bizarre but powerful effect. We may have here a reflection of one of the 
many “foreign” stylistic elements that found their way from the Near East, 
in the wake of Pisa’s cosmopolitan sea traffic, into the workshop of one of 
Pisas painters. 

Although the style of crucifix no. 15 [2.8] in the Museo Nazionale in 
Pisa is quite different from the styles of the two just mentioned, it is much 
more easily placed. Tt is sophisticated and well ordered in the use of styliza- 
tions of the draperies, the gestures, the forms, and even the hair as well as 
in the composition of its parts. The whole ensemble is pervaded by a cer- 
tain dry elegance that points to a well-grounded painting tradition such as 
might have flourished in some monastic scriptorium in the West. Any Byzan- 
tine characteristics present have been digested and absorbed into a western 
Romanesque manuseript style, The turreted architecture in some of the back- 
grounds is surely Western and so is some of the iconography in such scenes 
as the Last Supper and the Washing of the Feet of the Disciples.” 

Crucifix no. 20 [2.10], also in the Museo Nazionale, is one of the most 
significant of all the early crucifixes. Although its form and decorative lay- 
out are typically Pisan, it has many striking differences from the three cruci- 
fixes we have been considering. The purple-stained vellum on which it is 
painted, together with the gold backgrounds and haloes, produces an effect 
of regal richness similar to that of the imperial manuscripts of the Carolingian 
and Byzantine scriptoria, which were written in gold letters on similarly 
purple-stained parchment. This crucifix by an anonymous Pisan is assuredly 
one of the great artistic achievements of early Italian painting, to be set 
beside Bonaventura Berlinghieri's altarpiece of St. Francis [2.5]. The refined 
elegance of the grouping of the archangels and seraphs in the abbreviated 
Ascension scene at the top, the extraordinary diagonal rhythms of the three 
angels hovering above the Pietà group [2.11], and the sensitive arrangement 
of figures and settings in the scenes in general reveal a knowledge of Byzan- 
tine esthetic principles far beyond anything previously achieved in Italy. 
Nothing comparable to it will be seen until we come to the fourteenth-cen- 
tury works of the great Sienese painter Duccio. 

Two more observations should be made about erucifix no. 2o. First, the 
six small scenes on the apron panel flanking Christ's body show consecutive 
episodes that took place after the Crucifixion: the Deposition, the Lament 
over the Body, the Burial of Christ, the Three Marys at the Tomb, the Pil- 
grims and the Supper at Emmaus, and the Doubting Thomas. None of the 
other crucifixes has this sequence; as a rule, they divide the scenes between 
episodes that took place before and after the Crucifixion, the obvious central 
feature of the cross. Second, for the first time in these early Italian crosses 
Christ is represented as dead. Heretofore He appeared erect, with head up 

* Edward B. Garrison has made very cogent comparisons betwten the style of this 


crucifix and certain central Italian manuscripts, (See his Studies in the History of Mediaeval 
Painting, "L'Impronta," Florence, 1953-54, pp. 1988.) 
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2.12. GiuyTa Pisaxo: Crue 

fix (13th cen). Panel 
painting, 68%" x 518", San. 
ta Maria degli Angeli, Assisi 
(Anderson) 





and eyes open, looking out at the beholder as though presenting Himself 
dogmatically as the victim for mankind. This type of open-eyed dogmatic 
Christ is found in Early Christian art and was common in the West in medi- 
eval times in frescoes and, particularly, on Limoges enamel reliquaries and 
crosses. Byzantine art, on the other hand, generally represented Christ as 
dead on the cross, 











Giunta Pisano and His Influence 





It was the Pisan painter Giunta (12022-1258), however, who was to establish 
and make popular a new and simplified type of crucifix on which the body 
of Christ was represented as dead. In this type [2.12] the Virgin and St. John 
in bust form were placed at the arm-ends, At the top of the cross the rectangu- 
lar crosspiece contained the title identifying Christ as King of the Jews, 
following the account in the Gospels. It was either abbreviated to the tradi- 
tional INRI or written out IESUS NAZARENUS REX IUDEORUM. Above 
this was a circular termination with the bust of Christ, all that remained of 
the Ascension scene that traditionally was at the top of a crucifix. The apron 
panels no longer contained figures or scenes but were filled with decorative 
motifs in imitation of brocaded stuffs. 
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‘The body of Christ took on certain new characteristics: the closed eyes, 
the inclined head, the two locks of hair with S-shaped, whiplike ends falling 
over the left shoulder (and sometimes also over the right), the curious 
lozenge-shaped muscle just below the pectoral line, the very pronounced tor- 
toise-shell stylization of the abdominal muscles, and the general S-shaped 
curve of the body. 

Besides the crucifix illustrated here, which is in the church of Santa 
Maria degli Angeli in Assisi, two similar crosses bear Giunta’s signature, One 
is in the church of San Ranierino at Pisa and the other, on which the sig- 
nature emerged only after a cleaning in 1996, is in San Domenico at Bo- 
logna. A fourth crucifix, both signed and dated, was made in 1236 for Brother 
Elias, the friend of St. Francis, and was probably the earliest of Giunta’s 
known crucifixes. It hung in the basilica of St. Francis at Assisi but fell and 
was ruined sometime before the seventeenth century. 

This new type of suffering or dying Christ is derived from that found 
in Byzantine mosaics, manuscript, icons, and enamels. We mentioned in Chap- 
ter 1 the various Byzantine infiltrations in the painting style of medieval Italy, 
and in the case of Giunta's paintings the connection is especially close, Prac- 
tically identical types of the Crucified are found among icons of the thirteenth 
century at Mt. Sinai and in a liturgical manuscript, now in Perugia, from 
St. Jean d'Acre, the crusader kingdom once under the jurisdiction of Pisa. 
Pisa's commercial and maritime activities, as we said, were widespread and 
famous during the crusade period, and therefore an importation of manu- 
seripts and other cult objects from the eastern Mediterranean to Pisa or vice 
versa could easily account for the similarities of style found in both areas, 

Another striking detail of iconography that appears in some of Giunta's 
crucifixes and in those at Mt. Sinai and from St, Jean d'Acre is the differ- 
entiation of the streams of blood and water gushing from Christs side in 
the curving lines of red and white, a tradition that was present in the 
eleventh-century mosaic of the Crucifixion [1.7] at Daphni, outside Athens. 

Why Giunta should choose this specifie Byzantine type of the dying or 
dead Christ has naturally been the subject of much speculation, Was it the 
result of a new stream of Byzantine influence similar to the one that had 
also left its mark on the works of the Berlinghieri? More likely the choice 
was owed equally to the Byzantine influence and to the more human emo- 
tional approach toward religion in general and toward the suffering of Christ 
in particular that had been introduced by St. Francis. It was just ten years 











* Just how close the thirteenth-century paintings of Tuscany and Venice were in 
style and iconography to those of the eastern Mediterranean has ben brought iuto sharp 
focus by the researches at the monastery of St. Catherine on Mt. Sinai im the Ned. See 
peninsula, The Greek scholar George Soteriou has published many of its icons (see bibl, 
ography at end of chapter), and the joint expeditions of the universities of Princeton, 
Michigan, and Alexandria, Egypt, will shortly publish the results of their surprising finds 
and work. Photographs and advance reports already have been published in various pens. 
papers and periodicals, Noteworthy also are the published studies of Prof. Hugo Buchüul 


on the manuscript-miniature paintings of the Holy Land im the period of the Crusades 
(see also bibliography). 
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2.13. Sr. Fuaxcıs Masten; 
(1272). Panel pain 
Y" x 139%". Pinaco- 
no, 21, Perugia (Ali 











after the saint's death that Giunta was commissioned to paint the large cru- 
cifix for the basilica at Assisi. He repeated this representation of the Christ 
expiring from His sufferings, instead of the more traditional dogmatic type, 
in the crucifix for Santa Maria degli Angeli [2.12], the Franciscan church 
Second in importance only to the basilica itself because it was built over the 
cell in which St. Francis had lived and died. The very fact that this type 
was used in the churches at Assisi would account for its presence in Fran- 
ciscan churches elsewhere and for its rapid spread throughout Tuscany, Um- 
bria, and contiguous re 














The Master of St. Francis of Assisi 
Among the many painters whose works show the deep imprint of Giunta's 
style is an anonymous Umbrian known as the St. Francis Master, or the 
Master of St. Francis. He acquired his pseudonym because on many of his 
crosses he painted the figure of St. Francis kneeling at the feet of Christ. 
‘A crucifix [2.13] in the Perugia Gallery, bearing the date 1272, is by his 
hand, He must have been closely associated with the Franciscan Order, for 
he painted among other things a crucifix now in the sacristy of St. Francis 
at Assisi as well as the faintly discernible frescoes in the lower church show- 
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2.14 (left). Sx, Francis Masren: Port 

(19th cen.), Panel painting, 41%" x 284", Santa Maria 
degli Angeli, Assisi (Alinari) 3.15 (above), Scnooı. or 
Guta: St. Francis Altarpiece (13th cen.). Panel paint- 
ing, 64310" x 507”. San Francesco, Pisa (Anderson) 





ing episodes from the Passion of Christ and the life of St, Francis, He also 
painted the full-length portrait of St. Francis on the plank that the saint 
used as a bed and that is now preserved in the church of Si 
Angeli [2.14]. 

The style of the St, Francis Master is a bit drier and his treatment of 
Christ's body more mannered than Giunta's. He also varied the decorative 
layout of his crosses. Sometimes he painted the Virgin and St. John in full 
length at the arm- 
mond-shap 








ta Maria degli 











ds; at other times he filled these ends with large dia 
1 or circular designs, in which ease the Virgin and St. John were 
placed back on the apron panels, Frequently he also reintroduced as an 
abbreviated Ascension the half-length figure of the Virgin flanked by two 
angels in the top rectangle below the medallion with the bust of Christ 
Another painter close to Giunta in style was responsible for the alta 
piece [2,15] in rancesco in Pisa, depicting the full-length St. 
flanked by six scenes from his life, It is the second i 
altarpieces, 

















the series of such 
he first being the one at Pescia signed by Bonaventura Berling- 
hieri [2.5]. There is no doubt that an interrelation exists between the two, 
both in iconography and in style, This interrelation between Lucca and Pisa 
will become progressively more apparent. 
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2.16. Esmico vr Tenice: Cru- 
eifix (13th cen.). Panel paint 

x $a°. San Martino, 
Alinari 








The di Tedice Family 

In Pisa, contemporary with Giunta, was a family of painters, the sons and 
grandson of a certain Tedice. Whether or not Tedice himself was a painter 
we do not know, but there exist works signed by two of his sons, Enrico 





and Ugolino, and by one of his grandsons, Ranieri the son of Ugolino. 
Enricos name appears in a document of 1254. Until the seventeenth 
century an undated crucifix [2.16] bore his signature, Enrico quondam Tedice 
me pinzit, but then the signature disappeared. This crucifix, in the church 
of San Martino in Pisa, retains in general the old Pisan type of cross with 











Passion scenes on the apron panel and with the full Ascension minus the 
roundel with Christ's bust at th 





top. At the arm-ends are very shallow 





projections filled only with the er 





lated border decoration, so commonly 
found on Pisan crosses, that runs around the whole cross. The style of the 
head and corpus of Christ is influenced by Giunta but completely lacks 
vitality or crispness. The figure style of the Passion scenes displays a similar 
softness and feebleness but shows that Enrico had some contact with the 
work of Berlinghiero of r 





Lucca. The stylized strands of hair and the 
ness to this. Also, at the base 


to the right and left of Christ's feet is the divided scene of t 





jowly faces bear additional w 






the cross, 
e Denial of 
Peter, further evidence of contact with Lucca. 
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‘The Berlinghieresque influence is very apparent in a related work, the 
altarpiece of St. Catherine of Alexandria [2.17] in the Museo Nazionale in 
Pisa, The saint, regally attired with jeweled crown and a mantle of brocaded 
eagles, stands facing the front, flanked on each side by four stories of her 
aggressive and much-martyred existence, The conspicuous fold along the 
ground at the bottom of her garment is found in many a Madonna and 
saint in Byzantine mosaics and ivories. The style of the painting on this 
panel is very close to that of Enrico di Tedice, but it shows a greater firm- 
ness and strength than is usual in Enrico’s work, 

A charming legend * about this altarpiece claims that on September 23, 
1235, the panel with the figure of St. Catherine appeared erect in the stream 
of the Amo, to the consternation of many onlookers. The archbishop of Pisa 
organized a procession of clerics and monks with cross and candles in an 
attempt to take the image from the waters, but it could not be moved un- 
til the prior of San Silvestro at Pisa, endowed with supernatural powers, 
arrived and carried it off to his monastery. There it remained until, cen- 
turies later, it was installed in the Museo Nazionale. Since the relics of St. 
Catherine had been taken to Mt, Sinai in the ninth or tenth century and 
since the monastery there, thereafter called St, Catherine's, possessed a ven- 
crated early icon not dissimilar from the altarpiece at t is tempting to 
conjecture another connection here between Pisan paintings of the thirteenth 
century and models from the eastern Mediterranean. The legend of the Pisan 
altarpiece appearing in the Arno would then be symbolic of the introduction 
of the cult of St. Catherine at Pisa from beyond the sca. 

The only signed work of Enrico’s brother Ugolino is now in the Her- 
mitage Museum in Leningrad. Although damaged in some areas, it still ex- 
hibits a style so close to that of Giunta that Ugolino might easily have been 
in his workshop. There is nothing to suggest the style of Enrico. 

Ranieri d'Ugolino, the third member of the Tedice family, signed a eru- 
cifix now in the Museo Nazionale in Písa=no, 17. It is not reproduced here 
because of its bad state of preservation, but despite this it does display a 
very effective style, The layout of the crucifix is the simplified one introduced 
by Giunta, and the figure of the Christ, too, follows the type Giunta estab- 
lished, But the hands are rendered with the thumbs turned in over the palms, 
according to the earlier Pisan tradition and the one used by the other mem- 
bers of the Tedice family, whereas Giunta spread out all five fingers. An- 
other divergence from the Giunta type is the single nail pinning Christ's feet 
to the cross, a characteristic feature of Gothic crucifixions. The Gothie form 
was used by Niccoló Pisano on his sculptured pulpit at Siena and became 
common in fourteenth-century painting. The total effect of Ranieri’s crucifix 
is one of emotion deeply felt and full of pathos. It makes, as has been sug- 
gested by Mme, Vavala,t a transition between the dramatically rendered cru- 
cifixes by Giunta and those of Cimabue (320 and 3.21). 

* Related by Enzo Carli in Pittura. Mediecale Pisana, Milan, 1958. 

d Vavalà op. cit 
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A most important but anonymous master is responsible for two signif- 
icant altarpieces now in the Museo Nazionale in Pisa: one, no. 6, of St. Anne 
and the Virgin and the other, no. 7, the Madonna from San Martino in Pisa 
[2.18]. The latter is most impressive, one of the great altarpieces of the 
thirteenth century. Tt shows the Madonna seated on an elaborately tooled 
wooden throne. Two half-length angels are placed on the top rung of the 
ornate Jadderback of the throne, one on either side of the Madonna's head. 
Twelve small panels, eleven with scenes from the life of the Virgin and one 
containing four standing saints, fank the centrally placed Madonna. Beneath 
the cusped opening of the footstool of the throne is the scene of St. Martin 
on horseback dividing his cloak to share it with a beggar." A mixture of 
style currents are present in this altarpiece. Some are Byzantine, some Luc- 
chese, but they are chiefly Pisan in the feeling and action of the small scenes 
and in the echoes of Giunta's style. Such details as the heads of the two 
angels, their pose, and the treatment of the eyes are so close to those of 
the heads of the Virgin and St. John on Ranieri’s crucifix that they almost 
appear to be by the same hand. Contrarily, other elements, such as the pose 
of the Madonna and Child, seem to be connected with works of such later 
artists as Cimabue and Duccio, which would date this altarpiece well into 
the third quarter of the thirteenth century, 








Pisan painting, then, was characterized by its two types of crucifixes, the 
earlier one with many scenes and the later more simplified one, and by its 
distinctive style. Before Giunta, the Pisan style was as varied as the life of 
the city was cosmopolitan; the later crystallization into greater uniformity 
as it appears in Giunta's work was the result of new or renewed Byzantine 
influences as well as influences from Lucca. The Lucchese influence was 
stronger in its effect on the Tedice family; the Byzantine was stronger on 
Giunta. 

Giunta's style was the more vital and vigorous, and so it was from his 
workshop that the streams of inlluence went out to other regions of Italy. 
We have seen how his type of cross and Christ with closed eyes and S-shaped 
body curve spread through Umbria after Giunta's presence at Assisi. And if 
we have observed influences from Lucca affecting the style of the Tedice 
or even contributing some elements to Giunta’s milieu, such as appear in the 
St. Francis altarpiece in Pisa, the reverse was also true: some of the Luc- 
chese crosses around and after the middle of the thirteenth century definitely 
show the effect of Giunta's innovation. For example, the cross [219] in the 
convent of the Oblates at Careggi near Florence is so close in style to Ber- 





* Because of this scene and because the altarpiece came from the ch San 
Martino, the painter has buey called he Master of Sos Marino, Tre ac Sa 
been attributed to Ranieri d'Ugolino (see E. B. Garrison: Italien Romena, Peral 
Painting. New York, 1949). Enzo Carl, Pitura Mediecale Pisana (sce biliogrohy u. 
tributes it to the anonymous painterilluninator of an Exultet manuscrit I tbe Ming 
Civico in Psa, whom he considers to be the same as the Master of San Matia: 


2.19. ScuooL or Benuiw- 
men; Crucifix (13th cen.) 
Panel painting, 71” x 52”. 
Convent of the Oblates, Flor- 
ence (Alinari) 





linghiero that some have attributed it to him. Yet the Christ is the closed- 
eye type, and in style and form shows the obvious influence of Giunta, 

By the middle of the thirteenth century two predominating styles had 
thus emerged in Tuscany, that of Berlinghiero and his family in Lucca and 
that of Giunta and his workshop in Pisa. Each was strong enough to have 
some effect on the other, Each was to pass on the fruits of its accomplish- 
ments and become an important contributor to the painting styles of thir- 
teenth-century Florence and Siena. 

















Appendix: Spoletan Crosses 


As an aside or appendix to this discussion of the crucifixes of Lucca and 
Pisa, two crosses from the region of Spoleto, the old Duchy of Spoleto, at 
the other end of the Umbrian valley from Assisi and Perugia, claim our at- 
tention, They not only give us an impression of the earlier type of crucifix 
in this region before Giunta's type took over, but each is of particular in- 
terest by itself. The one in the cathedral of Spoleto [2.20] is the next car- 
liest dated cross known after the Sarzana crucifix [2.1]. It bears the date 
and the damaged signature of the painter, Alberto Sotio, and is painted 
on parchment like the crucifix no. 20 at Pisa [2.10]. Much simpler in its de 
orative features than the Lucchese and Pisan crucifixes, Sotio’s cross has only 

















2.20. ALurrro Sorio: Crucifix 





Panel painting, 109%" x 
'athedral, Spoleto (Anderson 
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the Virgin and St. John the Evangelist on the apron panel. At top, as an 
abbreviation of the Ascension, Christ steps heavenward in a glory * sup- 
ported by four angels, Beneath the suppedaneum is a small hill, represent- 
ing Golgotha, on which can be scen Adam's skull. There are no extensions 
at the arm-ends, All these elements establish the Spoletan type of crucifix to 
be found in other crosses of the vicinity. 

In style, the linear stylizations of features and draperies are unusually 
hard and metallic, giving to Christ's face a curious birdlike quality. The 
draperies of the Virgin, of St. John, and of the angels almost give the effect 
of an enamel technique with the wirelike highlights and the pockets of color 
or shadow. The anatomic conventions of Christ's body, the treatment of the 
abdominal lines, and, in particular, the muscular indications within the up- 
per and lower arms also suggest enamels. Although these conventional styli- 
zations are found in the Lucchese crosses, they are rarely so wirelike as 
here, nor are the arm muscles so completely turned into small “island” areas 
similar to those on Limoges enamels. Add to this the evidence of the vermic- 
lated leaf ornament on the cross in Christ's nimbus and of the ornament 
of the quatrefoil within a stepped motif that runs around the borders of the 
cross, and we can be almost certain that Sotio was acquainted with and in 
part influenced by the art of the medieval enamel workers, 

The second crucifix [2.21] presently is in the church of Santa Chiara 
at Assisi; formerly it was in the little church of St, Damian outside the cit 
walls. It has very special interest because it is the cross that, according to 
legend, spoke to St. Francis and brought about his conversion. Its form is 
the Spoletan one-that is, it has no projections at the arm-ends, the Virgin 
and St. John Rank the body of Christ without any additional scenes, and the 
Ascension scene at the top shows Christ stepping heavenward in a glory. 
But in the Assisi cross many more angels are present, ten in all, than in that 
by Sotio. This is especially interesting because St. Francis had an enthusiasm 
for angels. The extra figures accompanying the Virgin and St. John on the 
apron panels and the small half-length angels about the hands of Christ echo 
the Sarzana-early Lucchese type of cross. The decorative Lesbian-leaf border 
around the cross became a common feature in Umbria. 

































© A characteristic of Western illuminated manuscripts of the tenth to twelfth centuries. 

TA fragment from another Spoletan cruciic is in Walters Art Gallery in Baltimore. 
All that is Jet of a crucifis now lost Is the figure of the Virgin from the left apron panel, 
Sensitive and moving, it is very close to Sotio’s in style. The folds of the drapery, though, 
are more curvilinear and swinging than those used by Sotio himself. 
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Florence and Siena 





HE sanguinary feud between the Guelphs and Ghibellines in Italy 
greatly heightened the already bitter political rivalry between Florence and 
Siena. Originally this Guelph-Ghibelline feud was an early twelfth-century 
affair between two south German princely houses, the Hohenstaufens of 
Swabia and the Welfs of Bavaria. The partisans of the former were to be 
known as Chibellines * and the supporters of the latter as Guelphs. Hence, 
when the Hohenstaufen emperor Frederick I (Barbarossa) invaded Italy, his 
partisans were also known as Ghibellines, while Frederick's enemies in the 
cities of the Lombard League and the supporters of the pope in his struggle. 
with Frederick became known as Guelphs. It was only with the death of 
Frederick Il in 1250 and of his immediate successors in 1266 and 1268 that 
this struggle for power between the papacy and the empire came to an end. 

In the meantime, Guelph and Ghibelline factions had grown up in most 
cities of central and northern Italy, with one or the other party predominat- 
ing. In Tuscany, Florence, as a supporter of papal policies, was Guelph; 
Siena, favoring the emperor was Ghibelline. The situation, however, was fur- 
ther complicated by the fact that these opposing parties produced civil wars 
and feuds within the cities themselves, in which case their adherence to the 
papal or imperial policies often became blurred. For example, the murder in 








"The name is derived from Waiblingen, one of the Hohenstaufen castles, which 
name was also used as a battle cry. The substitution of a G or a GU in Italian for a 
German or English W is common, for example, Guglielmo for William or Gualterio for 
Walter. 








49 


50 - THE THIRTEENTH CENTURY 


Florence on Easter Day 1215 of a young nobleman (Buondelmonte) be- 
longing to the Guelph faction brought into the spotlight such a local feud. 
Hence for decades on end Italy was kept in a state of confusion as a result 
of warring factions: pope versus emperor, one city against another. 

It is not surprising, therefore, to find various religious outbursts during 
the thirteenth century as expressions of popular hunger for peace amid the 
ceaseless feuding and bloodshed. The year 1233 became known as the Hal- 
lelujah Year because people went about greeting each other with a triple 
hallelujah, They also sang songs of acclamation, Laudes, or lauds, in praise 
of the members of the Trinity and the Blessed Virgin. 1233 was also the 
year in which the Order of Servites (Servants of Mary) was founded in 
Florence, and 1233 was the year when the itinerant Dominican Fra Giovanni 
da Vicenza preached and staged a year of truce in which enemies were to 
forget their grievances, praise the heavenly powers, and make peace, 

Another significant popular expression for peace was the Flagellanti 
movement, initiated in Perugia by the young ascetic Raniero Fasani in 
1259-1260. This was perhaps brought about by the fact that people were 
aware of the prophecy of Gioacchino da Fiore (late twelfth century) that 
the era of the Holy Spirit would begin in the year 1260 and that the Anti- 
christ would have appeared ten years before, 1250, which Antichrist some 
had thought to have been Frederick Il and others Pope Nicholas IV. In any 
case, a revivalistie fever to make peace and do good sent the Perugians, 
singly or in processions, to squares and churches, stripping themselves to the 
skin, beating themselves with knotted whipcords, and chanting penitential 
songs and lauds in which the main themes were episodes from Christ's Pas- 
sion or the Sorrows of the Virgin. 

After about two years the hysteria had worn thin, but not until groups 
had been organized to apply order and discipline to aims and actions, Among 
these groups were the Society of the Disciplined (Disciplinati) of Jesus 
Christ at Perugia, the Society of Life (Vita) at Bologna, the Society of 
Death (Morte) at Mantua, and the Society of the Beaten Ones (Battuti) 
at Modena. Other societies were formed whose members went about acclaim- 
ing the Virgin with hymns, as people ín 1233 had done in their enthusiasm 
for the cult of the Virgin. 

All this, together with the growth of the Franciscan and Dominican or- 
ders mentioned in Chapter 1, had direct bearing on the increased demand 
for Madonnas during the second half of the thirteenth century and on the 
size of the Madonna altarpieces, even, as we shall see, on their iconography. 

Meanwhile, in Florence, after the death of Frederick II in 1250, the 
Guelphs had scored a great victory and ousted the imperial Ghibellines. But 
the real victor at that time was the popolo, the populace, and for the next 
ten years the first popular government, the primo popolo, was master in 
Guelph Florence. Feeling its young strength, Florence tried to secure con- 
trol of all Tuscany, and victories were won over Pistoia, Pisa, and Siena. A 
treaty of alliance was signed in 1255 with Siena, Florence's greatest rival 
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for power. When Frederick's natural son Manfred was crowned at Palermo 
in 1258, imperial hopes were fired anew; Ghibelline exiles from Florence 
connived with the Sienese; and in the great war that broke out between the 
two cities, Florence was totally defeated at Montaperti in 1260, 

Siena's victory was short-lived, After the arrival of French forces in Italy 
at the request of the pope, the French and the Guelphs took Florence in 
1267 and the next year, when Conradino was beheaded, the power of the 
Hohenstaufens was broken, Pope Nicholas 11 fruitlessly attempted to recon- 
cile the Guelphs and the Ghibellines, but Florence remained Guelph for two 
hundred years more, 

Between 1270 and 1280 a great economic boom took place in Florence. 
Population increased at u high rate; a second circle of walls was built; 
Florentine banking houses were entrusted with the pope's banking opera- 
tions; and trade increased because of favors granted the city by the Angevin 
Charles and the king of France. Merchant guilds became so strong that in 
1283 they established their own government, freed from the noble aristoc- 
racy, This government was composed of representatives, called Priors, of the 
foremost guilds, The merchant guilds, called the arti maggiori, were seven 
in number—the lawyers, the notaries, the cloth, the wool, and the silk mer- 
chants, the money dealers, and the furriers. The shopkeepers and artisans 
made up twenty-five less important guilds, the arti minori, Five of these, 
known as the arti medie, were asked to take part in the government of the 
merchant guilds. By the end of the thirteenth century Florence was well 
on its way to commercial success and political domination of Tuscany. In 
this political and economie setting it was to develop its styles of painting 
amd eventually take the lead in Tuscany in that field too. 

















Florence 


‘The beginnings of Florentine painting ace still hidden in the realm of con- 
jecture. Possibly Florence was as slow getting started in the field of art as 
it had been in politics. Certainly Lucca and Pisa had anticipated Florence 
in both fields, Although painters’ names are recorded in the thirteenth cen- 
tury, no works can be associated with most of these names, But there ean be no 
doubt that when Florentine painting emerged in the thirteenth century it 
bore the marks of dependence on the schools of Lucca and Pisa. 

A claim for Florentine origin is made for a erucifix [3.1] in the Bigallo, 
Florence. With the abbreviated Ascension at the top, comprising the Virgin 
in half length flanked by two angels beneath a roundel with the bust of 
Christ, its form is related to that used by Berlinghiero. The mourning Virgin 
and St. John at the sides, the knot and fold of the loincloth, and the scene 
of Peter's Denial at the bottom of the cross are all in the Lucchese Ber- 
linghiero tradition. But the artist has made everything softer in treatment, 
and the decorative border motifs are not those of Lucca. 
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Called the Bigallo Master after th 
crucifix now is, this anonymous artist active in the second quarter of the 
thirteenth century established a style that is found in a number of paint- 

5: a series of Madonna panels [3.2] in various collections and the altar- 
piece of San Zenobius, the early Christian bishop of Florence, in the Opera 
del Duomo, Characteristic elements of the Bigallo Masters style are (1) the 
throne made up of projecting moldings of Lesbian-leaf motifs facing each 
other, with one molding separated from the next by flat bands; (2) the low 
rectangular footstool; (3) the frontal position of the Madonna and Child, 
the Madonna resting one hand on the Christ child's shoulder, the other 
touching His feet; (4) the drapery fold between the knees of the Madonna 
and the dots on Her garment; and (5) the standing angels or other figures 
to the right and left of the Madonna's shoulders. 

If the modeling of the features on the figures inclines to be flat and the 
expressions to be rather bland, the opposite is true of three anonymously 


ne of the museum where the 





























(Opposite) 3.1 (left). BicaLLo Masren: 
fix (13th cen.). Panel painting, 70*is" x 4; 
Bigallo Museum, Florence (Soprintendenza) 








3:2 (right). BicarLo Masten: Madonn: 
Enthroned (13th cen. 









33 (right), FLonesrise Scnoo 
Altarpiece (13th cen.). Panel paínting, 921 
sols”. Bardi Santa Croce, Florence 
(Alinari) 








ls of the early third quarter of the century that display an even 
J his son Bonaventura. 
ntecedents, if not 





painted pi 
closer relationship with the style of Berlinghiero 
These are highly significant works, for they are defini 
of the early style of Coppo di Marcovaldo, the first Flor. 
entine artist whose id works we know and who was active from the 
middle of the thirteenth century on. The three panels are the St. Francis 
altarpiece [33] in the Bardi chapel in Santa Croce, Florence, the St. Michael 
altarpiece [3.4] in the church of Sant’ Angelo at Vico l'Abate, and the cru- 
cifix no. 434 [3:5] in the Uffizi, formerly in the Accademia in Florence, In 
all three the treatment of the hair, the oval and jowly heads, and the strong 
highlighting of the features show their dependence on the style of the Ber- 
linghieri. The decorative borders on the St. Francis altarpiece and on the 
crucifix have the "wineskin" motif so usual in the Lucca school. 

The Bardi St. Francis [33], like the one in Pisa [2.15], is derived in 
type from the St. Francis on the Pescia altarpiece [2.5]. He even has the 








contempora: 
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car, But in contrast to the other two, th 
«ce in the Bardi chapel has m 

t six. And yet there is 
of the scenes to establish 
usual feature in the Bardi pi :e of a number of small medal- 
lions containing busts of Franciscan monks, These are inserted in the bor- 
ders around the figure of the saint and at the corners of the four scenes 
below All these little figures have their 
cept the ones on axis with him, The one at the a 
is nimbed and se 


St. Francis altar 
's life—twenty 
phy of 
link among all three altarpieces. An un- 
is the pre 









more scenes from the 





















hands raised to the saint ex- 


x of St, F 
ns to be a repeat of thi elf, Three in the bor- 
der at the bottom have partially disappeared because the panel has been 
pared down. This, as far as I know, is the earliest example in Italian paint- 
ing of such border medallion figures, so effectively used by Duccio in the 
Rucellai Madonna [5.1] and by Cimabue in the Madonna in the Louvre 
[39] 

In the Vico l'Abate altarpiece [3.4], the effectiveness of abstract forms, 
colors, and patterns of light and dark in rhythm is forcefully shown, both 
in the central figure of St. Michael enthroned with his wonderful wings and 
in the scenes at the sides, such as the Bull on Mt, Garga 
painted on a silver background instead of the more v 





icis's head 








saint hin 












o. These are all 
I gold oi 
The crucifix no. 434 [3.5] in the Uffizi, although reflecting the style of 
Berlinghiero in the small scenes on the apron, is strongly influenced by 








(Opposite) 3.4. FLomesmse 
Scnoor: St. Michael Altarpiece 
(13th cen.). Panel painting, 
35%" x 48%”, Sant" Angelo, Vico 
l'Abate (Alinari) 


3-5 FLomestisE Sentoon: € 
fix (13th cen.). Panel painting 
11800" x 79%". Uffizi no. 434 
Florence (Anderson) 














Giunta Pisano in the treatment of the head, the corpus, and the loincloth 
of Christ. The cross itself, which ha at the ends and at the 
top and bottom, shows another Pisan feature in the Passion-Resurreetion 


been cut down 








scenes on the apron panels, so popular on crucifixes before the simplifica- 
tions introduced by Giunta. It is a crucifix of great expressiveness and power 
and, like the Vico l'Abate altarpiece, onstrates how telling abstract 
stylizations can be in the rendering of emotions, 





Coppo di Marcovaldo and His Contemporaries 





In style it is only a step from this crucifix to crucifix 
of the Palazzo Communale [3.6] at San 
step from another [37] in the duomo 
sequences on the apron pa 
nple, in three scenes that the San Gimignano 


10. 30 in the Gallery 
imignano. This, in turn, is but a 
Pistoia. All three crucifixes have 
ls as well as interrelated styles. 
nd Pistoia crucifixes 
have in common, certain details are almost identical-the way in which Judas 

















approaches Christ, the gesture of the High Priest pointing at Christ in the 


Trial sc 








and the curious vertical cliffs in the Pietà. The Berlinghieresque 
figure style and the “wineskin” motif in the borders of the Uffizi and San 





36 (left). Corro pi Man- 
Covarmo: Crucifix (13th 








38 (left). Corro pi Mancovatpo: Madonna Enthroned (1261). Panel painting 
8631" x 49%”. Santa Maria dei Servi, Siena (Anderson). 3.9 (right). Corro pi 
Mancovauoo: Madonna Enthroned (c. 1265-70). Panel painting, 93%" x 59%w". 
Santa Maria dei Servi, Orvieto (Anderson) 


Gimignano crosses indicate contacts with the Lucchese tradition, while the 
type of Christ and the historiated apron panels echo the Pisan. In all three 

separate streams of blood and water are represented issuing in 
a similar manner from the side of Christ. In the San Gimignano and Pistoia 
nner is identical 
The Pistoia crucifix is mentioned in a document of the year 1274. It was 








to be painted by “master Coppo and his son Salerno.” From another docu- 
ment we know that Coppo's father was a certain Marcovaldo, Hence his 
name, Coppo di Marcovaldo, Coppo the son of Marcovaldo. He is one of 
the earliest Italian painters about whom we have certain documented knowl- 
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edge. We know that he served in the Florentine army, a conscript no doubt, 
as a shieldbearer in the famous battle of Montaperti in 1260. Coppo appar- 
ently was taken prisoner by the Sienese and in the church of the Servi in 
Siena is the magnificent Madonna [38] that he painted in 1261 for the Or- 
der of Servites. The signature of the artist and the date have recently come 
to light again after a cleaning. Within fifty years after it was painted, how- 
ever, the faces of the Madonna and Child were repainted by a pupil of 
Duccio for some unknown reason. We shall meet another instance of this 
procedure later, 

This Coppo Madonna is an important landmark in the development of 
Italian painting in the thirteenth century. She stands at the head of a long 
series of Madonnas painted in the latter half of the century when the in- 
crease in importance and production of Madonnas is so striking. As was said 
earlier in this chapter, this was apparently due to the renewed and special 
attention being given to the cult of the Madonna. Consequently it is not 
surprising that Coppo painted this Madonna for the Servites, the Servants 
of Mary, and that his other surviving Madonna [3.9] was painted for the 
Servites at Orvieto. Other great painters of the period were also painting 
for the Servites. 

The type of Madonna that Coppo painted is important to note. She is 
the Byzantine Hodegetria (“she who points the way") seated on a high- 
backed throne, with her left hand supporting the Christ child on a special 
cloth and her right hand touching one of His feet. Her mantle is covered 
with thin gold lines like fish bones, such as appear on the Pantocrator, Christ 
the All-powerful [1.14], in Sicilian mosaics. The Servite Madonna at Orvieto 
reverses the position of the one at Siena and places two half-length angels 
above the back of the throne instead of the two small-scale standing angels 
in the Siena Madonna. These Madonnas by Coppo were copied and had a 
wide influence in Tuscany and Umbria. We shall have occasion to revert to 
them when we discuss the works of Guido da Siena. 

By comparing the pose and facial types of the two standing angels in 
the Servite Madonna in Siena with the Holy Women in the right-end pro- 
jection of the crucifix in the San Gimignano museum [3.6], we can correctly 
attribute that cross to Coppo in an earlier phase of development.* 

Still other documents indicate that Coppo was working in the chapel 
of San Jacopo in the Pistoia cathedral in 1265 and again in 1269. Documents 
for 1274 concern the painting of a crucifix, a Madonna, and a St. John the 
Evangelist for the choir of the same cathedral and a crucifix and a St. Michael 
for the altar of that archangel saint. Coppo was commissioned to paint these 
with his son Salerno who apparently had to be gotten out of debtors’ prison 
at Pistoia to help his father and to work off some of his debts. The crucifix 
[37] that was painted for the choir is now in the sacristy of the cathedral 
at Pistoia. The softer quality of the treatment of the corpus of Christ would 


* See article by Gertrude Coor in Bibliography at end of this chapter. 
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3110, Corro pi Mancovatvo (suor): Ma- 
donna Enthroned (13th ce vl in low 
relief and painting, 95%" x nta María 
Maggiore, Florence (Anderson) 








seem to indicate that Salerno did the major work on it. But the closeness of 
details of style and iconography of the apron panels that we noted before 
between the San Gimignano cross and the one at Pistoia seems to indicate 
that Coppo's guiding hand was present in the latter, 

We should mention as a curiosity an altarpiece of the Madonna [3.10] 
in Santa Maria Maggiore in Florence in which painting and sculpture are 
combined, The Madonna and Child, enthroned and frontal, are polychromed 
in low relief. The two standing angels above the Madonna's shoulders, the 
apostles in the borders, and the two scenes beneath the Madonna's thron 
(the Annunciation and the Three Marys at the Tomb) are painted. The 
painting style, certainly close to Coppo's, indicates that thi 
his workshop. The heavy leaf motif that appears on the Madonna's thron 
is the same as that used by Coppo in his two Madonnas and on the crown 
of the Madonna at Orvieto. 

A contemporary of Coppo was Meliore di Jacopo or Meliore Tose: 
The two painters must certainly have known each other because from doa 
ments we learn that they shared similar experiences, Both were listed among, 
those who fought at Montaperti and both worked on the decorations of the 
chapel of San Jacopo in the cathedral of Pistoia, although Meliore preceded 
Coppo at Pistoia; documents place him there in 1239, 1246, and 1253. 
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3.11. Meuione: Christ and four Saints (1271). Panel painting, 337 


"x Bahr. Ufa, 
Florence (Alinari) 


The altarpiece [311] bearing his signature and the date 1271, now in 
the Uffizi, would consequently represent work of Meliore's late period. Its 
shape is the rather unusual one of a low rectangular panel. A gable rises 
from the middle of the top above the half figure of Christ, which is set 
higher than the four Banking half figures of St. Peter, the Virgin, St. John 
the Evangelist, and St. Paul. Each figure is beneath a trefoiled arch sup- 
ported on double colonnettes, that of Christ being higher than the rest. It 
is an elegant piece of work, full of echoes of Byzantine craftsmanship in the 
use of gold lines and linear stylizations. The effect is enriched by the large 
haloes engraved with floral designs and by the crystal cabochons set in 
Christ's cross-nimbus, His bordered mantle, and the cover of His book.* 

A fine altarpiece in the church of San Leolino at Panzano has also been 
attributed to Meliore. In the center of the panel the enthroned Virgin is 
flanked by St. Peter and St. Paul, both turned toward her with gestures of 
obeisance. Two scenes each from the life and martyrdom of SS. Peter and 
Paul enclosed in pearl borders flank the central figure. 

In its general layout and rich decoration, an altarpiece [312] in the 
Musée des Arts Decoratifs, Paris, is closely related to this altarpiece at 
Panzano. Again we have as the central feature the enthroned Madonna 
flanked by two saints, this time Andrew and James. Because the throne is 
high-backed, the saints stand partly to its rear and rest one hand on its 
back. The six scenes on the sides are from the life of the Virgin. Each has 











* It is tempting to consider this type of dossal-altarpiece as an adaptation of the Deisis 
icons found on Byzantine iconostases- An example of this Byzantine type can be found illus- 
trated in fig. 117 of Vol. 1 of G. Soteriou's publication on the icons of Mt. Sinai, cited in the 
Bibliography on page 48. There we see the bustlength figure of Christ flanked by the Virgin, 
St. John the Baptist, SS. Peter and Paul, the Four Evangelists, and two military saints 
Meliore substituted St. John the Evangelist for the Baptist, but SS, Peter and Paul are there, 
and we have evidence that originally the dossal was longer. 

















312. Macpanes Masten: Dossal with Madonna Enthroned (13th cen.). Panel 
painting, 36%" x 59%. Musée des Arts Decoratifs, Paris (Anderson) 


a pearled border like those in the Panzano piece but in the spaces above 
the scenes an explanatory verse has been added. The richly incised floral 
haloes and the cabochons set in the crowns of the Virgin and the Christ 
child recall the effect of Meliore's altarpiece, but the figure style differs per- 
ceptibly from his. The altarpiece belongs to a whole group of panels that 
have been associated with the painter who did the dossal of St. Mary Mag- 
dalen and the eight stories of her life in the Accademia at Florence, An 
anonymous artist, he has been called the Magdalen Master. He seems to 
have been active from the early 1260's to the end of the century and must 
have been a prolific painter of uneven quality if we are to judge from the 
panels attributed to him. He is also an early example of an eclectic, be- 
cause from among his many panels we can see elements echoing the work 
of Berlinghiero, Coppo, Meliore, and Cimabue in addition to that of the 
mosaic masters of the dome of the Baptistery at Florence. 



























The Baptistery Mosaics 
Before we can proceed to a discussion of Cimabue we need to mention the 
contemporary mosaics that were being created in Florence. 
Frequently in our survey of Tuscan painting we have remarked on the 
p zantine art that were being manifested. The paintings 
of Berlinghiero and his followers at Lucca showed Byzantine influences. 














313. IraLo-Br. 
vault, Baptister 





rmt: Lamb of God and Prophets (c. 1225). Mosaic, Tribune 
lorence (Alinari) 





Giunta’s new type of the dying or dead Christ had been taken literally from 
Byzantine models, and details of his style were derived from Byzantine pro- 
totypes. In the hands of his followers these had almost the quality of stencil 
reproductions. And the types of Coppo and his Florentine contemporaries 
heightened these harsh stylizations. Although we can point to manuscripts, 
icons, or mosaics-mosaies even in Italy, such as those at Venice, Lucca, 
Spoleto, and San Miniato in Florence-that might account for the By 
isms of painters in the later twelfth and early thirteenth centuries, how do 
we explain the persistence of this strong Byzantined style in Tuscany in the 
last quarter of the thirteenth century when in sculpture and architecture the 
Gothic style had already broken through? 

One answer, it seems to me, lies in the most elaborate and magnificent 
mosaic decoration in Tuscany, that of the tribune and dome of the Bap- 
tistery in Florence, in which presumably some Florentine artists took part. 
We know that as late as 1302 Cimabue, a Florentine painter, was commis- 
sioned to work on the apse mosaics in the cathedral of Pisa. Why, then, 
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shouldn't earlier Tuscan painters have assisted in the mosaies in Florence 
and been influenced by the Byzantine mosaic technique imported to Italy 
by artisans from the eastern Mediterranean and imitated by local artisans? 

The tribune, or dais, of the Florence Baptistery was added in 1200. Its 
vault [313] is decorated with the earliest mosaics in the Baptistery, which, 
according to the inscription, were done in 1225 by a Franciscan monk Ja- 
cobus. The date has been questioned because in the inscription Jacobus, or 
Jacopo, calls himself a monk of "St. Francis and Francis of Assisi was not 
canonized until 1228, But as Raymond van Marle, the late Dutch art his- 
torian, has suggested, it is quite possible that the inscription was added at 
a slightly later date when Francis had already been canonized. 

The mosaic decoration of the vault of the tribune consists of a large 
wheellike design supported at each of the four corners of the vault by an 
Atlas figure crouching on one knee on top of a Corinthian capital. In the 
center of the design, which is the center of the vault, stands the Lamb of 
God encircled by an inscribed band. Between every two spokes of the wheel 
is the frontal full-length figure of a prophet. In the spaces between the wheel 
and between the Atlas figures on the columns are the enthroned figure of 
the Madonna on one side and that of St. John the Baptist, the patron saint 
of Florence, on the other. 

The lower surface of the arch leading from the tribune into the main 
area of the Baptistery is decorated with vine motifs and with medallions 
enclosing heads of Christ, the apostles, and the prophets. 

The great expanse of the octagonal dome over the Baptistery is covered 
with glittering mosaics making an overwhelming impression of splendor. The 
inner surfaces of the dome are divided horizontally into a series of receding 
bands, The two bands at the very top form what is known as a “tent of 
heaven,” beneath which the drama of the beginning and end of all things 
is unfolded, In the uppermost band stands the Christ-God as the Creator 
surrounded by seraphs and flanked by pairs of angels representing the vari- 
ous categories of the Heavenly Hosts: Thrones, Virtues, Powers, Domina- 
tions, Principalities, Archangels, and Angels. Below Christ-God as Creator is 
the huge figure of Christ as Saviour and Judge seated on a rainbow of heaven 
within a jewel-studded glory [3.14]. At the top of the glory are two trumpet- 
blowing angels, each flanked by others bearing symbols of Christs Passion, 
At the base of the glory the dead are rising from their tombs, awaited by angels 
and devils. In two rows beneath the symbol-bearing angels and flanking 
Christ’s glory are the Virgin and the Baptist as intercessors, the apostles at- 
tended by angels, and the Blessed and the Damned in heaven and in hell. The 
remaining five sections of the dome are divided into four bands, each contain- 
ing a series of scenes from a Biblical cycle: the Creation cycle up to the 
Flood; the Joseph cycle; the life of Christ; and the life of St. John the Baptist. 
‘The figures in these scenes, being in smaller scale than those of the Last 
Judgment, tend to emphasize the importance of that final event. 























PAINTING IN FLORENCE - 65 
The date of these mosaics and the identification of the artists at work 
on them is still a matter of conjecture, Vasari mentioned a Florentine Andrea 
Tafi as the creator of the Heavenly Hosts and Last Judgment mosaics. Tafi, 
according to Vasari, had gone to Venice, worked there in the mosaic tech- 
nique, and brought back to Florence to help him a Greek by the name of 
Apollonius. Nothing has ever been found to substantiate this. There are doc- 
uments dated 1271 and 1272 that mention raising funds for the mosaics. Ten 
years later, 1281, more money was needed. In 1297 an Apollonius is men- 
tioned as a Florentine painter. In 1301 two artists, Bingus and Pazzus, were 
dismissed for misappropriating funds, and a Constantinus and son were com- 
missioned to work on the mosaics and to invite other artists from Venice. 
All this would indicate that work was going on during the last quarter of 
the thirteenth century and that both Florentine and Venetian artists and 
artisans were employed. The mere fact that funds were needed in 1271 and 
1272 and again in 1281 would indicate that the work had been begun earlier. 
A division in style apparent in the mosaics would also indicate that the 
work was done over a period of time, Stylistically the Last Judgment cycle 
is close to the tribune mosaics that date around 1225, but the narrative Bib- 
lical cycles suggest a date at the end of the thirteenth century or even early 
in the fourteenth. The crucifixion in the cycle of the life of Christ, for ex- 
ample, uses the type of dead Christ with bent knees found i 
Gothie influences had made themselves felt. Because of certain st 
ilarities in the Last Judgment mosaics and the works of such painters as 
Coppo, Meliore, and the Magdalen Master, a mid-thirteenth-century date 
might be implied for the earlier mosaics.* The interrelation in style between 
these mosaics and local Florentine painters might be explained by the fact 
that the mosaics exerted a stylistic influence on contemporary painters; it 
might also be explained by the fact that Florentine artists had a hand in the 
mosaic work. The names of Coppo and Cimabue have been suggested in 
this connection, and we know, as mentioned earlier, that Cimabue was com- 
missioned to work on the apse mosaic in the cathedral of Pisa. This would 
seem to indicate that painters of this period were also trained in or were 
familiar with the technique of mosaic. 

‘One other thing, however, should be pointed out. In spite of the By- 
zantine look of these mosaics in general, many details of both style and ico- 
ography were at home in Italy and seem to be throwbacks to earlier Italian 
usage. I mention the motifs of the Tent of Heaven and of the Lamb of God 
enclosed in a medallion. These are found in Early Christian mosaic decora- 
tion in Rome and Ravenna. The Christ of the Last Judgment is closely re- 
lated in type to the Saviour as represented in twelfth- and thirteenth-century 












+ Compare the leaf crown on the king in the front row of the Redeemed in the 
mosa ai ike leaf ewwa on Coppe’s Madonna at Orvieto [39] or the head of Christ 
Gf ihe Last Judgment and the head of Meliore Christ [3.13]; or the stylized line of 
the lowes ia and the drapery folds in the figures of the angels and the apostles of 
the Last Judgment with those of the Magdalen Master [3.13]. 
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altarpieces of the Roman school, such as the one at Sutri [43]. And the 
angels of the Heavenly Hosts with the red spots on their cheeks are descend- 
ants of those in the frescoes of Sant’ Angelo in Formis. 

The mosaics in the Florence Baptistery are the last of a series of monu- 
mental decorations in that medium in medieval Italy. They set before us a 
stylistic panorama in which we can distinguish the elements that contributed 
to the formation of the style and iconography of Italian painting up to the 
end of the thirteenth century: Early Christian, Byzantine, Benedictine-Ro- 
manesque, and local Tuscan. They include also a forecast of the future in 
the Gothie Christ in the Crucifixion scene. 





Cimabue 


With our background of knowledge of all that has preceded, Cimabue no 
longer appears so completely new as Vasari would have had us believe. 

There is little documentary knowledge about Cimabue and his work. 
We know that he was at Rome at one time, for a 1272 document in the 
archives of Santa Maria Maggiore mentions him as among the witnesses to 
a writing placing the nuns of St. Damian under the protectorship of Cardinal 
Fieschi. In 1301, in a document at Pisa, his name appears as a worker on 
the apse mosaic of the cathedral. The figure of St. John the Evangelist [315] 
in that mosaie is specified as his in a document of the following year. Two 
other documents of the year 1301 (which turned up as wrapping paper in 
a grocery shop) indicate that Cimabue and a certain Giovanni di Apparec- 
chiato of Lucca were commissioned to paint a Maestà (Madonna in Majesty) 
for the church of Santa Chiara at Pisa. This altarpiece was to be adorned 
with tabernacles and colonnettes and with a predella containing stories of 
the Blessed Virgin and of the apostles. The result was a type of altarpiece 
very different from those we have met before, one that seems to foreshadow 
the type used by Duccio in his famous Maesti [5.5] for the cathedral of 
Siena, begun seven years later. Unfortunately no trace remains of this work 
by Cimabue. 

A glimpse into Cimabue's character is given by Dante in the much- 
quoted couplet from Canto XI of the Purgatory where the suffering of those 
who in their earthly existence had been guilty of the sin of pride is de- 
scribed: "Cimabue thought that he was supreme in the art of painting, but 
now Giotto is the rage.” To this an early fourteenth-century commentator. 
on Dante adds that Cimabue was a proud and impetuous person who would 
destroy any of his paintings no matter how good if an adverse remark about 
it was made. 























Note also that Christ's hands in the Last Judgment mosaic are turned to indicate 
numbs up” for the Saved and “thumbs down” for the Damned. These were, of course, 
derived from the fateful gestures of the Roman emperors in the amphitheater, They 
appear on Early Christian sarcophagi as well as in the eleventh-century Last Judgment 
frescoes at Sant’ Angelo, 





3.15. Ciscanve: St. John, Evan- 
gelist (1301-2). Mosaic, detail 
Apse, Cathedral, Pisa (Brogi) 





The St. John [3.15] in the Pi 
maining to give us an idea of Cimabue's style. It is dated 1301-1302, shortly 
before his death. It is therefore an example of Cimabue' late style of ap- 
proximately the last two decades of the thirteenth century and is our only 
point of reference from which attributions can be made. Consequently we 
must reverse the more normal sequence of attri 
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Among the works attributed to Cimabue by Vasari are the frescoes at 
the sanctuary end of the upper church * of St. Francis at Assisi. The frescoes 
have to do with the objects of St. Francis particular devotion. St. Bonaven- 
tura, as Minister General of the Friars Minor, decreed in 1266 that his own 
version of St. Francis’ life should henceforth be the orthodox one. In it he 
speaks of the saint's great love for the Virgin, for the apostle-princes Peter 
and Paul, and for the angels, Michael in particular. He relates how the in- 
tensity of St. Francis’ fervor for the Crucified induced the appearance of 











Christ's wounds on his own body. Thus are found in the left transept repre- 


sentations of St. Michael and other angels, Michael's fight against the dragon, 


"The basilica of St. Francis at Assisi, built on a hillside, is in two levels, the 
Upper Church and the Lower Church. It was begun in 1228, two years after the death 
of the saint, and consecrated in After the victory of the “Worldly” branch of the 
order over the "Spiritual" group, the decoration of the basilica was begun on a grand 
scale. Most of it was carried out between about 1260 and 1360. 
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and scenes from the Apocalypse in which angels took part. The right transept 
is dedicated to SS. Peter and Paul, the frescoes representing scenes of their 
miracles and of their martyrdom. In the apse are scenes from the Anal events 
of the Virgin’s life, her death, her assumption, and her enthronement in 
heaven with Christ. On the east wall of both the right and the left transepts 
is a large crucifixion scene with St. Francis at the foot of the cross [3.16]. 
In the cross vault over the choir are the four evangelists writing their gospels. 

Unfortunately, time and perhaps inexperience or experimentation with 
the colors and the medium on the painter’s part have faded or so changed 
the colors in most of the frescoes on the sanctuary and transept walls that 
their effect is that of a photographic negative. Certain comparisons with the 
mosaic figure of the St, John at Pisa [3.15], however, are possible. The evange- 
list St. Matthew in the choir vault, the figures of Christ and the Virgin in 
the Assumption scene, and several of the figures, especially the St. John, 
in the Crucifixion [3.16] in the left transept have a number of common 
characteristics: the tilt of the head, the shock of hair like a lion’s mane, the 
long curved noses with bulbous ends, the sharply highlighted fork where the 
nose meets the eyebrows, and the heavily gouged-out drapery folds. These 
are all so close to the characteristics found in the figure of the St. John in 
Pisa as to indicate that Cimabue was the master-painter directing the work in 
the sanctuary end of the upper church at Assisi, The presence of a creative 
genius of such maturity, spirit, and vitality as Cimabue was reputed to be is 
apparent in the great Crucifixion scene on the left transept wall. Here the 
narrative details of the scene are built up to an overpowering dramatic effect 
by means of the Butter of Christ's loincloth, the excitement and grief of the 
angels, the milling crowds about the cross, and the arms of the Magdalen 
lifted hysterically toward the Crucified and countered by the arms of the 
centurion and of one of the Jews at the right, Then there is the small but 
effective figure of St. Francis huddled in ecstatic rapture at the foot of the 
cross. 

On the cast wall of the right transept in the lower church at Assisi is 
a frescoe of the Madonna enthroned among four angels [3.17] that, because 
of stylistic connections with the frescoes in the upper church, can also be 
attributed to Cimabue. Its iconography has special interest. In earlier Tus- 
can Madonnas, angels, if present, were represented in small scale (in full 
length, half length, or bust form in medallions) and placed above the Ma- 
donna’s throne [35]. Here four large-scale standing angels, two on either side, 
are ranged about the Madonna's throne as though supporting it. Beside 
them to the right stands the lone figure of St. Francis bearing the stigmata. 
The throne, turned to show one side, is constructed of spoollike details re- 
sembling cabinetwork similar to those on the thrones of Christ and the Vir- 














(Opposite) 3.16 (top). Crstasve: Crucifixion (c. 1280-85). Fresco. Left transept, 
Upper Church, St. Francis, Assisi (Casa Edit. Francescana) 3.17 (bottom). Cima: 
sve: Madonna Enthroned and St, Francis (c. 1280-85). Fresco. Right transept, 
Lower Church, St. Francis, Assisi (Casa Edit. Francescana) 
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gin in the frescoes of the upper church, This new iconography of the en- 
throned Madonna in which surrounding angels now play such an important 
part must have resulted from St. Francis particular devotion to angels, 
which also caused Cimabue to paint a whole gallery of heavenly messengers 
in the left gallery of the upper church and to introduce them in other fres- 
coes in the sanctuary end, especially in the Crucifixion scenes and in those 
of the Apocalypse. This fresco of the Madonna must have enjoyed special 
veneration, because it was not covered over when in the fourteenth century 
the transepts and the crossing of the lower church were completely decorated 
with frescoes by Florentine and Sienese painters.* 

Linked closely to this fresco in style and iconography is the great panel 
painting of the Madonna [3.18] from the church of Santa Trinità in Florence, 
now hanging in the Uffizi. This is the Madonna with which many courses on 
Italian painting begin. The first striking feature is its size, which can never 
be realized from study of a photograph, The Madonna by Coppo and the 
Madonna we will shortly see by Guido da Siena were larger than usual, 
measuring approximately seven and nine feet in height, respectively. This 
Madonna is about twelve feet high. Duccio's Rucellai Madonna [5.1] of about 
the same date is almost fifteen feet high, We shall say more about this increase 
in scale when we diseuss the Duccio Madonna. 

The Uffizi Madonna could easily be an elaborated version of the Madonna 
fresco in the lower church at Assisi. Instead of the four angels about the 
throne of the Madonna in the fresco, there are eight in the Uffizi painting, 
four on either side, The two angels in the front row are so closely related to 
the corresponding two in the fresco that they seem to rely on the same 
cartoon, or preparatory drawing. The throne itself with its high, curved back, 
its projecting sides, and its curved stepped footstool is a jeweled one. Small 
slender colonnettes of turned woodwork and foliate knobs, similar to those 
on the throne in the fresco, are set in front of the projections of the throne 
and of the substructure on which the throne is raised and slightly recessed. 
‘This substructure follows in shape the front face of the throne. Under its 
arched openings appear in bust form the figures of Jeremiah, Abraham, 
David, and Isaiah with scrolls containing prophesies of the coming of the 
Messiah. This elaborate throne, although it has details similar to those in 
the fresco in the lower church, is almost identical with the one in the fresco 
of the Enthronement of the Virgin in the apse of the upper church. The 
prophets’ and the angels’ heads can also be duplicated in that fresco. 

‘The Uffizi panel is an elaborate and magnificent tribute to the Madonna 
whose cult was being so enthusiastically revived. Some of the enthusiasm 
is caught by Cimabue in the sweeping rhythms of the angels’ draperies, in 
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‘well as the front, is found in Sienese paintings of the 
Madonna, n the Palazzo Pubblico, Siena [3:24]; (2) the type of 
Madonna t the Christ child, as here, who raises His hand in blessing 
is adapted from Coppo's Madonna, e, the Madonna of the Servi, Siena [35]. 














3.18 (left). Ciscanur: Madonna Enthroned (c. 1285-90). Panel painting, 1311" x 
Uffizi, Florence (Anderson) 3.19 (right). Cstanue AND assistants: Madonna 
Enthroned (1285-1900). Panel painting, 1674” x 108%". Louvre, Paris (Alinari) 


the movement of their heads, and in the Hash of their rainbow-colored wings. 
These dyn: contrast to the silhouetted pattern of the 
Madonna’s dark-blue mantle and red robe covered with Byzantine gold 
hatchings. Yet in spite of the stiffening effect of this hatching, 
linear rhythms in the drapery folds of both the Madonna and Christ child 
carry over into the movement of the angels at the sides. The twist of the 
angels’ bodies is also reflected in the seated figure of the Madonna. Note 
how the lower half of the body with the Madonna's feet on the two levels of 
the footstool faces toward the left while the upper part of Her body turn- 
ing toward the Christ child faces toward the right. This turning posture was 
already partly indicated, although in reverse, in Coppo Orvieto Madonna. 

The monumental Madonna from San Francesco, Pisa, now in the Louvre 
[3.19] in Paris, has also been attributed, with reason, to Cimabue. It is even 
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larger than the Uffizi panel and follows the pattern and iconography of the 
enthroned Madonna surrounded by angels as established by the Assisi and 
Uffizi Madonnas. The Louvre Madonna shows six angels, three on either 
side of the throne, The throne, constructed of the same type of cabinetwork, 
spoollike decorative elements as seen in the two other Madonnas, is so placed 
that one side of it is visible as well as the front. This was also the case in 
the Assisi Madonna and will be found in Sienese Madonnas to be cited 
later, The figure of the Christ child in its general posture resembles its 
counterpart in the Uffizi Madonna but in the gesture of blessing with arm 
extended it recalls the Assisi fresco. More will be said about the Louvre 
Madonna in our discussion of the Sienese master Duccio. 

The luck of vigor in style and expression in comparison with the Uffizi 
Madonna suggests that much of the execution of the Madonna in the Louvre 
was turned over to assistants in the workshop, This could easily be true 
at a time when Cimabue was very busy. We know from documents that in 
1301-1302, while he was working on the apse mosaic of the cathedral at Pisa, 
he was also committed to furnish an elaborate altarpiece for Santa Chiara, 
another Franciscan church in Pisa-the Louvre Madonna, as previously 
mentioned, having been painted for San Francesco in that city. 

‘There is another panel-painting attributed to Cimabue that lies along 
the periphery of his style as we have seen it at Assisi. It is the huge crucifix 
[20], formerly in the refectory of Santa Croce in Florence, that now hangs 
in the Uffizi, It is the end-product of thirteenth-century crucifixes, particu- 
larly of the type introduced by Giunta Pisano, Its derivation from the Giunta. 
type is obvious in the simplified form of the cross with no figures in the 
apron panels flanking the corpus of Christ, in the busts of the Virgin and St. 
John at the ends of the erosspiece, in the S-shaped corpus of the Christ twist- 
ing in the final agony, in the wide-open hands with tensed, spread fingers, and 
in the drooping head with the hair falling over the left shoulder in serpentine 
strands.* What is remarkable is Cimabue' attempt to give three-dimensional 
form to Christ's body by breaking away from the harsh stylizations of the 
muscles of the torso, of the arms, and of the legs and by replacing them with 
a softer modeling to give substance and weight to the form. The amazing use 
of a diaphanous loincloth through which the form of the thighs can be seen 
was revolutionary and prophetic of the renewed interest in physical form 
that was to come in the following centuries. Whether the execution of this 
crucifix is entirely by Cimabue's hand or is in part the work of assistants is 
of no special importance, As a painting it is an astounding climax to thir- 
teenth-century representations of the Crucified, as the Trinità Madonna in 
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the Uffizi is for the representations of the Virgin and Child, and as the Assist 
fresco is for the narrative representations of the crucifixion scenes. 

The impressive crucifix in San Domenico at Arezzo [321] must be con- 
sidered as a link bridging the distance between Cimabue' late style and that 
of his predecessors, Giunta and Coppo. In form it has all the simplified ele- 
ments of Giunta's crucifixes: the decorative nonhistoriated apron panels and 
the busts of the Virgin and St. John at the ends of the crosspiece. These are 
also present in the Santa Croce cross in the Uffizi. But whereas in the Santa 
Croce crucifix the modeling of the corpus of Christ is soft and plastic, in the 
Arezzo one the anatomical details of the corpus are still rendered by the 
harsh stylized lines used by Giunta and the St. Franeis Master and by Cima- 
bue's predecessors in Florence, the anonymous master of the Uffizi crucifix 
no. 434 and Coppo. To these Byzantinisms is added the gold-shot surface 
of the vermilion loincloth. It has been suggested, because of certain resem- 
lances in the head and the features of the Christ, that this crucifix was done 
in the workshop of Coppo where the younger Cimabue might have been 
trained. It is, however, too accomplished and imposing to be considered as a 
shop piece or even as the work of one who has not yet reached his prime. 
Surely it is the equal, even the peer, of any crucifix since the time of Giunta. 

The chronological sequence of Cimabue's important works as we now 
know them would then be: work in Rome (conjectural); the crucifix in San 
Domenico, Arezzo; the Assisi frescoes; the Trinità Madonna; the Santa Croce 
crucifix; the Madonna from Pisa; the lost altarpiece from Santa Chiara, Pisa; 
and the mosaic figure of St. John in the cathedral at Pisa. Interestingly, most 
of these works were done for churches connected with the Franciscan order. 

With the accomplishments of Cimabue, Florentine painting of the thir- 
teenth century reached its peak. His style epitomizes the important styles 
produced in Tuscany up to his time that had found their way to Florence 
or were at home there: the Lucchese, the Pisan, that of the St. Francis 
Master and of his predecessors în Florence, particularly Coppo. As the re- 
sult of his sojourn in Rome Cimabue became the first Tuscan painter to 
make important use of fresco-rare in Tuscany before that time, His attempt 
to render the form of Christ more plastically may also be due in part to 
observations made in Rome. Certainly his dramatic expressiveness as seen 
in his crucifixes and in the Assisi frescoes show the effect on him of Franciscan 
emotionalism as well as of the growing Gothic spirit which he still sought 
to express in the old conventional forms, Cimabue was both the culmination 
of the old style and a pathfinder in the direction of the new. His influence 
on contemporary painters was great.” To trace it further would be of no 
purpose here; for another creative spirit, Giotto, was at hand, and he, as a 
“modern,” had a new gospel to preach at Florence and in Italy generally, 


















* We see it especially in crucifixes of the later thirteenth century in which Cimabue's 
softer treatment of Christ's body and th or windswept loincloth 
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Siena 


As Siena grew as a city-state it attached itself to the imperial cause, possibly 
because of commercial rivalry with Florence and the political ambitions of 
that Guelph city with its papal support. Be that as it may, Sienese merchants 
and moneylenders were so successful, even in France and England, that in 
the third decade of the thirteenth century they were made papal bankers 
despite their Ghibelline politics. After the battle of Montaperti, when Florence 
was routed, the interdict of the pope against Siena put an end to this b: 
ing privilege, which the Florentines took over. This, together with the blows 
delivered against the imperial cause, made the Sienese merchants a little 
less fervently Ghibelline. Sienese Guelphs, expelled after Montaperti, were 
recalled and admitted to the government that eventually became an oligarchy 
of the merchant-controlled. It lasted until the middle of the fourteenth 
century and built up Siena's wealth to a high point. 

A group of the earliest surviving paintings associated with Siena shows 
the same variety of Romanesque styles that we observed elsewhere in Tus- 
cany and Umbria. Earliest in date is an altar frontal [3.22] of 1215 in the 
picture gallery at Siena. In the center section Christ is seated in majesty on an 
are of Heaven within a star-studded aureole, or mandorla. He is flanked by 
two small angels. The symbols of the four evangelists are at the corners of 
the aureole. Except for the angels, all the figures are in painted low relief. 
Three painted scenes on either side of the central feature are separated by 
heavy stucco borders and seem to contain episodes or miracles connected 
with the Holy Cross. Their style is feeble; their state of preservation is quite 
poor. 

Related to this altar frontal but more advanced in style is a Madonna 
[323] in the museum of the Opera del Duomo in Siena. This panel was ob- 














Scoot: Christ in Glory and Miracles of the Holy Cross (1215). Panel 
and painting, 40%" x 37°. Pinacoteca no. 1, Siena (Alinari) 
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3/23. Siesese Scot: Ma- 
donna Enthroned (1225-50) 
Panel with relief and painting, 
38%" x 26%" Opera del 
Duomo, Siena (Brogi) 








viously the center section of a frontal similar to the one of 1215. Here too 
the frontally enthroned Madonna Hanked by two angels is p: 
relief. The stucco frame is identical with that of 1215. In its original state 
it must also have had scenes from the life of the Virgin flanking the central 
figure. 
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Guido da Siena 

‘There has been much discussion and little decision about the dates of Guido's 
activity. The argument centers on the date of the Madonna [3.24] now in the 
Palazzo Pubblico at Siena but originally in the church of San Domenico. 
Of the Hodegetria type, the Madonna is seated beneath a trefoiled molding 
on a high-backed throne from the curved top railing of which brocaded 
drapery is suspended. Three three-quarter-length angels of small scale fll 
each spandrel of the trefoiled arch and bend toward the Madonna with ges- 
tures of adoration. At the base of the throne is a long inscription giving 
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Guido's name and the date 1221. Whether this date is correct or whether 
the inscription was repainted and originally read 1271 has long been argued. 
A very recent cleaning of the panel, together with X-ray examination, shows 
no such repaint. And yet the Madonna, in style, size, and almost every other 
respect, belongs with those from the middle of the thirteenth century and 
later. 

The average height of Madonna panels of the earlier part of the century 
was between three and one half and five and one half feet. Coppo's Madonnas 
and this one by Guido measure between seven and eight feet. The change in 
size can be explained by the revived activity in the cult of the Virgin and the 
use of these paintings in processions. The connection between the Guido 
Madonna and the one Coppo di Marcovaldo did for the church of the Servi 
in Siena [3.8] has been pointed out many times. But whether it was Guido 
who influenced Coppo or vice versa depends, of course, on the date of the 
Palazzo Pubblico Madonna. The elements that these two paintings have in 
common are worth noting here. 

First, of the small number of Madonnas preserved from the first half of 
the thirteenth century, few represent the full-length enthroned type. Those 
that do, belong to the frontal type, for example, the Madonnas of the Bigallo 
Master [3.2]. Guido and Coppo used the previously explained Hodegetria 
type of Madonna in which the Virgin, turned slightly to one side, holds the 
Christ child on her arm or lap. Second, the throne is high-backed, whereas 
those of the earlier Madonnas are without any back. After Guido and Coppo, 
the Hodegetria type with high-backed throne became popular. Third, the 
use of thin gold lines covering the drapery of the Madonna and Christ child 
is characteristic of both Guido and Coppo. It is a feature found in Sicilian 
and Italian mosaics, particularly the great figures of Christ as Pantocrator 
at Monreale [1.14] and Cefalù, or the Christ of the Last Judgment [3.14] in 
the Baptistery at Florence, and in some icons at Mt. Sinai, Fourth, a wiry 
gold line runs around the hem or edge of the Madonna's mantle, making it 
stand out from the body in stiff lines and curves. Guido's use of a ribbonlike 
border for the garment accentuates the starched or metallic effect. Fifth, 
the fine light woolen cloth, decorated with tiny designs, which the Madonna 
uses as a support for the Christ child is found, I believe, only in the works of 
these two masters or in those that are copies or derivatives. 

One difference is that the throne of Guido's Madonna has a feature 
not found in the work of Coppo and certainly not before his time-it is set 
at an angle so that two sides can be seen at once. This not only helps to 
accentuate the turned posture of the Madonna but also emphasizes, even 
though slightly, an effect of going back in space and getting away from 
strict frontality. The twist of the Christ child's legs accomplishes this too. 
Other great artists later in the century were to make use of this turned 
throne.” 























* Compare the two Ci 
Louvre. 


abue Madonnas cited, the one at Assisi and the one in the 








3.24 (left). Gumo pa Sirva: Madon 
76%". Palazzo Pubblico, Siena (Grassi) 

3.25 (right). Gvipo pa Stexa: Madonna Enthroned (cut down) (1262). Panel 
painting, 55%” x 38%”. Pinacoteca no. 16, Siena (Alinari) 


Enthroned (1272), Panel painting, 121 





Just as Coppo's Madon 
by a pupil of Duccio early in the fourteenth century, so the faces of Guido's 
Holy Mother and Child in the Palazzo Pubblico were repainted-apparently 
by the same painter. For nination of Guido's facial types we mu 
therefore turn to the angels in the spandrels of the trefoil, But there are other 
Madonnas by Guido's hand from which we can study his Madonna type 

One of these is the Madonna no, 16 in the Siena gallery [3.25]. Accord- 
ing to cription it once bore, it was painted in 1262 for the Brotherhood 
of the Blessed Virgin Mary (the Servites), just one year after Coppo painted 
his Madonna for the church of the Servi at Siena, Although this Guido N 
donna has been cut down to about half its original size, the relationship be 
n the posture and 
adi 





and Child at Siena had their faces repainted 



























tween the two is still obvious, especially estures of the 
Christ child and in the headdress of the A 
In the Capella del Voto, the chapel of the Vow, in Siena cathedr 


Madonna closely related to but weaker in style than no. 16 in the Si 








* Other Guido Madonnas are no, 7 and no, 587 in the gallery at Siena. 
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3:26. Guwo pa S 
Panel painting, 





sa (assiste); Last Judgment, detail (19th cen., last qui 
* x 59". Diocesan Museum, Grosseto (Alinari) 








gallery; it is known as the Madonna del Voto. It is a shop piece. Tradition 
has it that this is the Madonna painted after the battle of Montaperti in 
gratitude to the Virgin for saving the city. Cut down in size also, it once 
occupied a position on the high altar of the cathedral before the installation 
of Duccio's great Maestà [5.5]. 








The panel in the cathedral of Grosseto with the representation of the 
Last Jud, ido’s style, Beautiful 
in color and strong in drawing, it shows the mingling of styles so common in 
Tuscany toward the last quarter of the thirteenth century, Here Christ is 
seated on the in to the Crucified painted 





[3.26] is intimately associated with 











of heaven in a style very much 


by the Pisan Giunta. The shape of the head, the whiplike locks falling over 














the shoulders, the parallel strands of hair, and the y 
including the al ascle below the breast line, all reflect the 
ions established by that great inno d the 
figures approaching the doors of Paradise still echo, but faint 





iond-shaped n 











ro and his followers. 





Twelve small panels [327], all measuring approximately 14"x 1814" 
and scattered. through five collections, s 





once to have been parts of one 


3.27. Gumo pA Sra: Annunci 
ation (c. 1270). Panel painting, 
13%" x 19". The Art Muscum, 
Princeton University 








altarpiece by Guido. Apparently at some time wings were added to the 
Palazzo Pubblico Madonna, and Tizio, an eighteenth-century writer, states 
that he saw them hanging separately from the Madonna when it was still 
in the church of San Domenico, Attempts have been made to consider these 
twelve panels as parts of the shutters of the Palazzo Pubblico Madonna. 
They are, at least, parts of a cycle of scenes from the life of Christ? The 
background of most of them is very similar-two towers or ends of buildings, 
one on each side, connected by a low parapet like 
of martyrdom found ín the Byzantine miniatures of the 
calendar) in the Vatican Library. The style of the panels varies in quality, 
indicating that assistants were employed in the painting of them. 

An important survival from the milieu of Guido's workshop is the altar- 
piece dedicated to St, Peter, no. 15 in the Siena Gallery [9.8]. The Prince 
of the Apostles is enthroned in the center bencath a trefoiled arch (usual 
with Guido), with half-length angels in the spandrels. The throne is high- 
backed with the curved rail and hanging brocades found in Guido's paint- 
ing elsewhere [3.24]. The bits of arcading and four-part leaf motif within 
a square as well as the knob terminations of the uprights of the throne are 
derivatives of Guido's workshop. The throne itself shows three sides at once 
—oing that in the Palazzo Madonna one better. In the six scenes at the side, 
three illustrate episodes in the life of Christ, including the Calling of Peter and 
Andrew, and the others illustrate episodes from Peters life. Two of the Christ 
scenes, the Annunciation and the Nativity, have special interest since they 
the group of twelve panels 























y of the backgrounds 
fenologion (liturgical 










































are almost identical with the same scenes 





* The panels and their locations are as follows: the Annunciation (The Art Mus 
Princeton University), the Nativity (private collection, Lausanne), the Adoration of the 
Magi (Lindenau Museum, Altenburg Flight into Egypt (Altenburg), the Present 
tion in the Temple (Lausanne), the Massacre of the Innocents (Siena Gallery, no. 9), 
the Betrayal (Siena, no. 10), the Flagellation (Altenburg), Christ Ascending the Crew 
(Archiepiscopal Museum, Utrecht), the Crucifixion (Siena, no. 11), the Deposition (Sten 
no. 12), and the Entombment (Siena, no. 13). (See J. H. Stubblebine in Bibliography 
at end of chapter.) 
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3:28. Sr. Prren Masren: St. Peter Altarpiece (1275-1285). Panel painting, 


394” x S5'Hn”, Pinacoteca no. 15, Siena (Alinari 





cussed above, although the tree in the Annunciation now at Princeton [3.27] 
nd the 





has been omitted and in the Nativity scene the position of Joseph 
attitudes of some of the angels are changed from those in the Li 
panel. In spite of these derivations and similarities and the effectiveness of 
the color, this St. Peter altarpiece is much weaker in technique than the work 
mediate workshop, and must therefore be considered as 





of Guido or his i 





a school piece, 
In Guido, then, we have arrived at a master whose style was powerful 
a in the second half of th 






school and a tradition for 
as Giunta had done for Pi 





enough to create 
thirteenth centu 
for Flo 





a, and Coppo and Cimabue 








Other Sienese Masters 
An altarpiece of un 
Gallery at Siena, was produced by an anonymous artist, known as the 
Master of the St. John Altarpiece, who had no connection with Guido and 
his style, The center figure of St. John the Baptist is badly rubbed, but 
the twelve scenes from his life that flank the enthroned saint display an 
elegance found nowhere else at this time in central Italy. Despite archi. 
tectural backgrounds and iconographic types of some figures obviously based 


finesse and delicacy of execution, no. 14 in the 
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3.29. Sr. Joy Masten: 
St. John the Baptist 
Altarpiece, detail, Birth 
of St. John (c. 1260- 
0). Panel painting, c, 
0° x 10°. Pinacoteca 
no. 14, Siena (Lom- 
bardo) 





on Byzantine sources, we find here a suggestion of 
Gothie France in the attenuation of the fi id 
swing of the bodies of the ladies attending St. Elizabeth in the scene of the 
birth of St. John [3.29] and in another of Salome dancing before Herod and 
his queen, It has been suggested that here we have the master of Duccio. 
And this may be true, for the softness and elegance of that great masters 
style is forecast nowhere else in earlier Sienese painting, 

















A painter from Arezzo by the name of Margaritone is worthy of note, 
He was active from 1260 to 1290. Vasari mentions him, presumably be 
cause he came from Vasari's hometown. Not an outstanding painter, Margari- 
tone interests on several accounts. Most of his paintings that survive bear his 
signature, Four of these are Madonnas, the ones at Monte San Savino and i 
the Gallery, London, being dossals with scenes flanking the 
donna, while those at Montelungo and in the National Gallery of Art, Wash 
ington, D. C. [3.30], are cutouts from similar dossals. Except in the Monte San 
Savino dossal, the Madonna and Child are represented in the strictly frontal 
position. The influence of the Bigallo Master is very evident, not only in the 
use of this type of Madonna and Child but also in such details as the dots on 
the Madonna's mantle and the type of thr: the Montelungo and Wash- 
ington panels as well as in the small figures flanking the Madonna in the 
upper half of these panels, The fleur-de-lis crown worn by all four Madonnas 
and the lion throne of the London and Monte San Savino panels suggest a 











































1 painting 
jel H. Kress Collection 
0-80). Panel 


3:90 (left). Mancanrrose: Madonna Enthroned (signed: c 
38W x 1914”. National Gallery of Art, Washington, D. C. San 

331 (right). Mancanrrose: St. Francis of Assisi (signed. 
painting 5114” x 20%", Pinacoteca, Arezzo (Anderson) 














connection with F Gothic objects. Margaritone apparently was much 
demand for full-length portraits of St. Francis of Assisi. At least six sig 
panels in which the saint is portrayed have survived. There are two pri 
St. Francis holds a cross in his 











pal poses with slight variations in detail: in o 
right hand; in the other [3.31] he displays the nail mark in his right hand. 





We have seen that, in Tuscany, the style of Berlinghiero and his family in 
Luce the first half of the thir- 
teenth century, growing out of a fusion of the contemporary Benedictine- 
n fresh Byzantine impulses, In Pisa the most sig- 





was the first important style to develo 








Roman style with ce 
nificant and widely influential style of Giunta evolved out of that city's cos- 
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mopolitan background but was colored by the Berlinghieri style of Lucca 
plus new Byzantine infusions to which Franciscan emotionalism was applied. 
In Florence, a mid-thirteenth-century group of paintings also displayed the 
strong influence of the Berlinghieri and, to a certain extent, that of Giunta. 
‘The Bigallo Master and Coppo di Marcovaldo (and to a lesser extent Meliore. 
and the Magdalen Master) emerged as the most significant painters before 
Cimabue and, excepting the Bigallo Master, showed stylistic affinities in their 
work with the Baptistery mosaics. Most of the Madonnas painted by the 
various anonymous masters in the last thirty years of the thirteenth cen- 
tury were derived in one way or another from the types established either 
by the Bigallo Master or by Coppo and, toward the end of that period, by 
Cimabue and Duccio also. In Siena, of course, the important master was 
Guido whose style is related to the tradition that produced the rather hard- 
lined features and harsh modeling found in Giunta and Coppo. The inter- 
relation between Guido's Madonna type and that of Coppo was noted. 
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-4 
The Contributions 


of Rome 





V V have followed the developments in painting that were taking 


place in Tuscany and adjacent regions during the period between the late 
twelfth and later thirteenth centuries. Now we need to learn something of 
the painting produced in the Roman area during this same general period, 
because at the end of the thirteenth century the painting of Tuscany and 
of Rome were to be interrelated. 

It was during this period that many of the Roman churches destroyed 
during the eleventh-century Norman raids were being rebuilt and redecorated, 
the redecoration calling for the services of stonecutters, mosaicists, and paint- 
ers. These craftsmen were not lacking in Rome, for that city had a long 
tradition in mosaic and fresco decoration dating back to Classic times and 
persisting through the Early Christian and medieval periods. One particular 
group of craftsmen in stonework known as the Cosmati—several of the more 
important in the group bore the name of Cosma—was active throughout the 
twelfth and thirteenth centuries. We mention them because their work is 
reflected in frescoes by Roman painters in the last quarter of the thirteenth 
century and even in Tuscan paintings as late as the early fourteenth century. 
These men-the Cosmati-decorated floors, singing galleries, pulpits, bishops’ 
thrones [4.1], paschal candlesticks, and other pieces of church furniture as 
well as colonnettes and architraves of cloisters with small pieces of marble, 
porphyry, verd antique (a dark-green stone), and gold glass in circular, rec- 
tangular, cubical, and diamond shapes. These had been sawed or taken from 
ancient Roman columns, revetments, and floors. The beauty and glitter of 
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mani 








401, Cosmart wonx: Episcopal Thi 


ne and Screen (19th cen.). Stone and mosaic, 
San Lorenzo fuori le mu 


inari) 





Rome 





this Ci 





pati work can be seen in many churches in and out of Rome, for 
example in the famous cloisters of St. John Lateran and of St, Paul's outside 
the Walls (San Paolo fuori le mura) 

Nest in importance in the thirteenth century to the work of the Cosmati 
in the redecoration of Roman churches were the accomplishments of the 
mosaicists and fresco painters, Many important apse mosaics date from this 
period, such as those in San Clemente, San Paolo fuori le mura, Santa Maria 
in Trastevere, and Santa Maria Maggiore, and the mosaics in the loggia of the 
facade of the last-named basilica. The master mosaicists of these monuments, 
as we shall see, were often masters in the art of wall decoration as well. But 
before we discuss the accomplishments of the fresco painters of the last half 
of the thirteenth century, it is essential that we be cogi 
groups of panel paintings produced earlier in the century—even reaching 
back into the twelfth century—in Rome and vicinity. 






























of two interesting 








anel Painting and Fresco Painting, 





One group of panel paintings consists of a series of representations of the 
Virgin known as the Madonna Avvocata [42], so called because with hands 
raised she seems to be interceding with heaven for the worshiper before her. 








4.2 (above). Romay Senor; Ma 
donna Avvocata (early 13th cen.). 
Panel painting, 3114 x 154". S 
"po Marzio, Rome 
Crist.) 
), Romax Senoor 
throned (early 13th cen.) 
inting, 63 a" x 28%" 
utri (Gab. Foto, Naz.) 















She is represented in half length, with her body 
or right, and w ut the Christ child. 7 sual type of the Vir; as 
traditional in Rome and was used as far back as the sixth century, for example 
in the icon over the altar of the church of Santa Maria in Aracoel 

The other group is made up of representations of Christ enthroned, 
rigidly frontal, His right hand raised in blessing and His left holding a book. 
‘An excellent example of this type [4.3] is found in the duomo at Sutri; other 
examples are in other churches of the vicinity between Viterbo and Rome. 
‘This type, too, goes back for its model to a much earlier venerated painting, 
one that is now in the treasury of relics, the Sancta Sanctorum, of the Vaticar 
‘This early icon, credited with being the portrait of Christ painted by St, Luke 
and “finished by the angels,” is recorded as in the possession of the popes as 





d slightly to the left 
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long ago as the eighth century, the icon itself being much older.” At times 
in the twelfth and thirteenth centuries this type of Christ appears as the 
central panel of a triptych with the Madonna Avvocata and St, John the 
Evangelist on the side panels.| This could be an adaptation of the iconog- 
raphy of the Deisis usually found in Byzantine representations of the Last 
Judgment that consist of Christ enthroned as Judge flanked by the Virgin 
and St. John the Baptist as intercessors for the human souls, 

It is interesting that the Last Judgment scene, more usually found as a 
monumental theme in mosaic or fresco decoration in medieval churches, 
should appear painted in detail on a circular panel with a rectangular base 
now in the Vatican museum, This panel may originally have been the back 
of a bishop's throne. In the seventeenth century it was on an altar in a con- 
vent chapel in Rome. The scene is painted in five rows. Of iconographic in- 

erest is the presence of the Holy Innocents standing beside the altar con- 
taining the instruments of Christ's Passion. (The relics of the Innocents were 
brought to Amalfi from Constantinople after the capture of that city by 
the crusaders in 1204.) An inscription in medieval Latin runs in bands be- 
tween the rows of figures, In it appear the names of the two painters of the 
panel, Nicolaus and Johannes, otherwise unidentified. The style of the figures 
resembles that of the triptychs cited in the footnote, such as the one at 
Tivoli. Of added interest is the fact that this panel is a connecting link be- 
tween earlier medieval representations of the Last Judgment and the monu- 
mental ones painted in fresco at the end of the thirteenth and in the early 
fourteenth centuries by Cavallini and Giotto. 

Whether Cimabue the Florentine came to Rome to carry out a commis- 
sion in the redecoration program | or whether he came to learn the fresco 
technique is not known. Whichever the reason, on his return north he was 
able to rival his Roman colleagues and co at Assisi in the execu- 
tion of frescoes, The young Florentine pai jotto seems also to have 
gone to Rome to acquire knowledge in the handling of fresco; indeed, we 
shall find him on his first appearance at Assisi in the role of assistant to an 
anonymous Roman master. Rome assuredly was the font of fresco knowledge. 

For examples of thirteenth-century frescoes, two localities near Rome 
furnish us with ample material: Anagni and Subiaco, Anagni was famous as 
the town from which Pope Alexander IV excommunicated Frederick Bar- 
barossa and Pope Innocent HI excommunicated Frederick IL and where Pope 




























* This image in the Sancta Sanctorum is given credit for saving Rome miraculously 
fon several occasions. Tt was enclosed in a covering of gold and jewels by various popes. 
When it was exposed during the twelfth century and then re-covered by Pope Innocent 
TIT, it is possible that it was copied, and that this copy became the model for the twelfth. 
and thirteenth-century pi 

4 As, for example, the triptych in the duomo at Tivoli or the one in Santa Maria 
Assunta at Trevignano. 

1 Cimabue has at times been considered as the master of the vanished frescoes in the 
ortico of the old St. Peter's. Sketch copies of these are to be found £n a seventeenth-century. 

script in the Vatican. 
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4.4: Rostan ScnooL: Detail of E 
Fresco, Crypt, Cathedral; A 


lers of the Apocalypse (13th cen.) 
gni (Archivio Fotogr e) 








Boniface VIII, a member of the Caetani family, the lords of Anagni, suf- 
fered the humiliation of arrest at the hands of the agents of Philip le Bel 
of France. It was here too that the English barons responsible for the mur- 
der of St. Thomas à Becket came to make amends for their crime. In the 
crypt of the Anagni cathedral is a remarkable series of frescoes covering 
twenty-one cross vaults, three apses, and the walls of the crypt. The subjects 
represented include examples of contemporary scientific doctrine, stories of 
the Ark of the Covenant, and episodes from the Apocalypse [44] 
the lives of local saints. Christ enthroned among various saints appears i 
two lunettes, and the Virgin in bust form is to be found in one of the vaults 
‘The crypt was dedicated in ind the frescoes date in the second half 
of the thirteenth century. 

Subiaco, in the valley behind Tivoli, is t 





















nd from 














spot to which St, Benedict 
retired to live after the foundation of Monte Cassino, Two monasteries there, 
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one dedicated to St. Benedict and the other to his sister St. Scolastica, con- 
tain many frescoes, the earliest being of the thirteenth century. The monas- 
tery of St, Benedict, built on the hillside over the Sacro Speco, the grotto in 
which St. Benedict lived, has a church on two levels. In the lower church 
“are frescoes [4.5] of episodes from the life of St, Benedict; in the chapel of 
St. Gregory is the earliest known portrait of St, Francis of Assisi, in fresco, 
who appears here as “Brother Francis"-that is, before his canonization in 
1298, 

"The importance of the Anagni and Subiaco frescoes, interesting as their 
style and subject matter is, lies primarily in the striking decorative borders 
painted around the scenes in the lunettes, or apses, These consist of archi- 
tectural details, such as brackets (or consoles), billets, arched corbel tables 
with colonnettes, and even whole arches supported on twisted columns, all 
rendered illusionistically and ín a perspective to give the elfect of depth, thus 
breaking the flatness of the wall surface as well as affording an appropriate 
architectural framing of the painted episodes. Often there are inserts of imi-, 
tated Cosmati work. As examples, we mention the corbels and arched areas 
between them filled with motifs of birds, vases, and hanging crowns in the 
central apse of the erypt at Anagni with its representation of the Elders of 
the Apocalypse [4.4]; the treatment of the lunette enclosing the Madonna 
in the nave of the cathedral above the crypt; and the lunette in the lower 
church of the Sacro Speco at Subiaco [45]. In this latter fresco note even 
the insertion illusionistically of small coffers on the under side of the painted 
arch to give the effect of even greater depth to the wall on which the stories 
are painted, a depth beyond that given by the prominent arched corbel table. 

"rhe twisted columns and corbels in perspective appear again in two 
frescoes in the left aisle of Santa Saba in Rome, one with the Madonna 
and Child, the other with a bishop saint, Other related examples in Rome 
appear in the shallow tunnel vaults in perspective supported on brackets 
that are backgrounds to the medallion busts of prophets in the triforium 
of the transepts of Santa Maria Maggiore [46]. Even in Rusuti’s great 
mosaic in the open loggia above the entrance porch of the same church, 
huge hexagonal piers are represented as supporting an architrave on the un- 
der side of which are coffers in perspective, the piers separating the scenes 
in the story of the Miracle of the Snow associated with the origin of Santa 
Maria Maggiore. 






























Roman Fresco Painters at Assisi 


It is precisely this type of illusionistic architectural painting that occurs in 
the upper church of St. Francis at Assisi. But at Assisi the illusionistic and 
the actual architectural details are blended and organized into an effective 
ensemble to act as a framework for the figurative frescoes, particularly those 
in the nave. 
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The nave frescoes [47] are arranged as follows: A heavy molding run- 
ning below the line of the clerestory windows divides the nave wall hori- 
zontally into two parts, The upper area between the windows is subdivided 
into two registers in which are painted scenes from the Old and the New 
‘Testaments. From the crossing, facing the entrance door, the Old Testament 
scenes are on the left and the New Testament ones on the right. The latter 
cycle continues around the entrance wall above the doorway with the two 
scenes of the Ascension and the Pentecost, Above these are medallions with 
bust portraits of SS. Peter and Paul and, in the space immediately above 
the entrance door, a large medallion with the Madonna and Child also in 
bust form. 

The entire wall space of the nave and entrance walls below the heavy 
molding is filled with the great cycle of twenty-eight scenes from the life 
of St. Francis and their illusionistie architectural setting. These scenes ap- 
pear to be painted on a wall slightly recessed behind a row of twisted 
columns that seem to stand on a continuous platform or floor supported on 
projecting brackets, The columns, in turn, seem to support a continuous ar- 
chitrave with Cosmati inlay, Two rows of coffers on the under side of this 
architrave indicate the recession of the wall surface on which the scenes are 
painted, Above the architrave larger brackets or consoles rendered in per- 
spective carry illusionistically as a cornice molding the actual molding that 
divides the nave walls horizontally, The lower part of the walls below the 
columns is covered with simulated cloth or tapestry hangings. 

‘This idea of a stoa pictile, an open-air picture gallery, in which painted 
scenes are seen as though in recessed spaces between columns or pilasters, 
goes back to Classic Roman times. We can see it in the famous Odyssey 
landscapes now in the Vatican Museum or in Pompeian wall painting, What 
is important for us at this point is the fact that a revival of illusionistic. 
space-producers, such as columns, brackets, niches, and coffers in perspec- 
tive, occurred during the last decades of the thirteenth century in Rome and 
its vicinity. This fact is strong evidence that the direction of the decoration 
of the nave of the upper church at Assisi was by a group of painters trained 
in the tradition of the contemporary Roman school and not by Cimabue, as 
claimed by Vasari, who attributed to that Florentine artist and his school 
all the Old and New Testament frescoes in the nave, 

‘The effect of Cimabue's dramatic style in the frescoes of the sanctuary 
and transepts may have been felt by some of the painters of the Old and 
New Testament scenes, but those painters were trained in another tradition. 
‘The styles present in both sets of scenes in the first two bays nearest the 
transepts and in the figures of Christ, the Virgin, St. John the Baptist, and 
St. Francis in the cross vault over the second bay correspond closely to the 
styles of two Roman painter-mosaicists, Filippo Rusuti and Jacopo Torriti. 























* Rusuti signed the aforementioned mosaics in the open loggia of the facade of 
Santa Maria Maggiore, and Torriti signed those in the apse of the same church (1295) and 
in the apse of St, John Lateran (1291). 
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45. Rowaw ScuooL: E 
before Isaac (late 13th cen.). 
Fresco. Left clerestory, Up- 
per Church, St. Francis, As- 
sisi (Alinari) 














The remaining Old and New Testament frescoes in the last two bays and 
in the upper tier of the entrance wall are by still another master and his 
workshop. Although it has been suggested that this painter was the Flor- 
entine Gaddo Gaddi,* this third master remains anonymous and is generally 
known as the Isaac Master because two of the finest frescoes in that group 
[48] are concerned with the subject of the deception of Isaac by his wife 
Rebecca and her favorite son Jacob. Whoever he was, this master is on a 
par with Cimabue in importance at Assisi.t His style, howeve 
entine, nor are there 















is not Flor- 
y Byzantinisms here. The powerful modeling of the 
heads and hands, as though made of bronze, and the Äne-lined thin drapery 
clinging to the limbs to betray their forms reveal an intimate knowledge of 
Classical art that could have been acquired only in Rome. A si 
is seen in the colossal prophet heads [46] in medallions in the trib 
lery in Santa Maria Maggiore. 

When we understand that the decoration of the upper church of St. 
Francis at Assisi was undertaken with the support of two popes of very dif- 














* F. J. Mather, Jr, The Isaac Master, Princeton, Princeton University Press, 1992. 
d Sce footnote on page 132. 
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ferent backgrounds-Nicholas III, a Roman Orsini, and Nicholas IV, himself 
a Franciscan—we need not be surprised to find Roman masters familiar with 
the tradition of fresco painting as well as the distinguished master from 
Florence who was known in Rome being asked to lend their services. The 
decoration of the church at Assisi, both in the thirteenth and fourteenth 
centuries, for which the most renowned artists of central Italy were em- 
ployed, must have been an example for Pope Sixtus IV, because when in 
the fifteenth century he undertook to decorate the Sistine chapel in the 
Vatican he too called on a group of celebrated masters of central Italy. 

“The date for the beginning of the decoration of the basilica of St, Francis 
has been variously placed during the time of either Pope Nicholas HL (1277- 
1280) or Pope Nicholas IV (1288-1292), The earlier dates seem likelier, for 
how can we explain the presence of the Orsini coat of arms in the fresco of 
St. Mark the Evangelist in the vault over the choir if the decoration was not 
at least begun during the reign of Nicholas II? 











The Gothic Developments of Cavallini 


It is rather extraordinary how long the Romanesque and Byzantine stylistic 
traditions persisted in the painting of Italy especially during the last half of 
the thirteenth century. The Cistercians from France had built cloisters and 
churches in the Gothic style in the first half of the century. By 1270 the 
French Angevins had driven out the German Hohenstaufens and had estab- 
lished a French court at Naples, bringing with them French culture and 
manners, Early in the last quarter of the century the Pisani and their fol- 
lowers were reflecting Gothic influences in their sculptures on pulpits and 
other monuments, And yet painting showed only sporadic manifestations of 
Gothic contacts, Margaritone had used the fleur-de-lis erown [3.30] and the 
Wion-headed thrones. Coppo's Madonna at Orvieto [3.9] had worn a leafy 
crown, as had the Magi in various Guido-school panels in Siena, types of 
crowns to be found in Gothic miniatures and ivories, The St. Francis Mas- 
ter’s and Cimabue's dramatic swing of Christ's body on the cross and Cima- 
bues emotionalism displayed by the figures at the foot of the cross in the 
Assisi Crucifixions manifested influences from Gothic sources, but the styl- 
istic details were still those of the traditional Byzantine. In Rome the mosaics 
of Torriti and Rusuti showed similar adherences to Byzantine tradition, but 
the Isaac Master at Assisi had rendered heads and hands plastically and 
drapery functionally to bring out form in the fashion that he was able to 
observe from remnants of Classic sculpture in Rome. 

Cavallini (c. 1250-6. 1390), however, was the first painter in Italy to 
use Gothic sculptural conventions as models to achieve for his figures that 
three dimensional quality so sought after at the end of the thirteenth cen- 
tury. In the seven mosaic panels, dating about 1291, in the apse of Santa 
Maria in Trastevere in Rome-six scenes from the life of the Virgin plus a 
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panel [49] in which SS, Peter and Paul present the donor, Bertoldo Ste- 
faneschi, to the Madonna and Child-Cavallini broke with the Byzantine 
tradition in his rendering of the forms and drapery. The heads are softer 
and rounder and they lack the harsh linear details. The drapery omits the 
stylizations rendering it flat and has instead broad areas of light and model- 
ing shadows to give a sense of plastic form. The figures of SS. Peter and 
Paul illustrate this well. Their togaed forms are reminiscent of Classic orator 
or poet statues, such as the Sophocles in the Lateran Museum in Rome. But 
another element is present too. The drapery falling over the back and thigh 
of the kneeling Magus in the Adoration of the Magi panel has the baggy 
effect so common in French and Italian Gothic sculptures, such as those of 
the transept portals of Notre Dame in Paris or the sculptures of Giovanni 
Pisano. Hence, in order to achieve greater three-dimensionality of form, 
Cavallini first used Classical models and then Gothic ones. The colors of 
these mosaics, tending toward the light tones of pink, lavender, mauve, and 
green with occasional strong blues, red, orange, and white, help to give the 
modeled effect to the figures. 

Shortly afterward, about 1295, Cavallini painted in fresco the great Last 
Judgment on the entrance wall of Santa Cecilia in Trastevere, A nun’s choir 
‘built against the wall in the early sixteenth century fortunately protected a 
great portion of the fresco from destruction when Cardinal Acquaviva re- 
stored the interior of the church in 1727. Early in the twentieth century the 
protected frescoes were uncovered, Although much is missing, the central 
feature of the Last Judgment scene is well preserved-the large enthroned 
Christ showing His wounds, seven of the original ten angels surrounding 
Christ's aurcole, the Virgin and St. John the Baptist, and the twelve en- 
throned apostles [4.10] flanking the Christ, The altar below Christ with the 
symbols of His Passion and the trumpeting angels and those herding the 
Blessed and the Damned to their respectivo Heaven and Hell have been 
cut off halfway down the composition. Other fragments are visible along the 
side walls of the church—a giant St. Christopher, an Annunciation, the scenes 
from Jacob's dream and his Deception of Isaac. But it is in the Christ and 
the row of enthroned apostles that we get our best material to study Caval- 
linis style. 

Much has been said about the influence of Classical sculpture on Caval- 
linîs naturalistic treatment of form and drapery. This is partially true so far 
as some of the figures in the mosaics in Santa Maria in Trastevere or the 
toga-clad types in the fresco [4.10] are concerned, But surely there is little 
indication of any Classic style here in the frescoes. No Classic statues are 
covered with woolen garments so heavy that they almost smother the form 
beneath and emphasize chiefly their own powerful plasticity and three-di- 
mensionality by means of repeating, cascading loops falling down the sides 
or between the knees. Any comparison with contemporary Gothic figures of 
ivory or with the portal sculpture of the great French cathedrals, on the 
other hand, will immediately reveal a close connection. The work of the 
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Isaac Master, whose form-clinging folds of thin, almost wet, material and 
whose more structurally rendered heads echo the Classic tradition, also con- 
trasts with Cavallin's heavy plastic drapery and puffy faces so character- 
istic of the Gothic style. 


The Collaboration of Artists and the Development of Style 


Naturally there were cross influences among the various masters working in 
Rome near the end of the thirteenth century. In the furniture in his mosaics 
and in the Last Judgment fresco, Cavallini used Cosmati designs, For ex- 
ample, the ciborium in the mosaic of the Presentation scene in Santa Maria 
in Trastevere is a simplified Cosmati type as is actually found in San Giorgio 
in Velabro, Rome. The thrones of the apostles of the Last Judgment fresco 
have grooved posts ready to receive varicolored cube decoration and un- 
finished knobs on the armrests and backs such as are common in Cosmati 
work. When he was restoring the Early Christian frescoes in the nave and 
decorating the facade with mosaics in St. Paul's outside the Walls, Cavallini 
had before him the work of the Cosmati in the cloister and on the famous 
ciborium with its Gothic architectural forms and its sculpture by Arnolfo di 
Cambio. Similarly, when Cavallini began work on the Last Judgment fresco 
in Santa Cecilia in Trastevere, Amolfo had just completed a similar cibo- 
rium there, 

Various artists often collaborated on the same monument, Arnolío's ci- 
borium in St, Pauls outside the Walls was done in collaboration with a cer- 
tain Peter whom some have tried to identify as Cavallini, Again, when 
Arnolfo created the elaborately pinnacled tomb for Boniface VIII, finishing 
it in 1295 (eight years before Boniface's death), Torriti did the mosaic above 
the effigy. In its design he used SS. Peter and Paul flanking a medallion with 
the Madonna and Child, St. Peter presenting the kneeling Pope to the Holy 
Pair. (This is in reverse the design of Cavallini’s mosaic in Santa Maria in 
Trastevere [49].) Another example of such collaboration is found in the 
Gothic tomb of Cardinal Acquasparta, who was both general of the Fran- 
ciscan Order and legate of Pope Boniface VIII. The tomb is attributed to 
one of the Cosmati, Giovanni di Cosma, and the fresco in the lunette, de- 
picting the enthroned Madonna flanked by St. John the Evangelist and St. 
Francis who is presenting the cardinal to the Virgin, is attributed to Caval- 
lini. 

This collaboration of painters and sculptors, often on the same monu- 
ment, during the last quarter of the thirteenth century in Rome was bound 
to have an effect on the development of style. How could “cross fertiliza- 
tions” be avoided? We have seen that French Gothic decorative architec- 
tural forms had appeared and blended with the regional Cosmatesque or- 
namentation in various types of church furniture and on tombs, Arnolfo and 
others, in carving figures for tombs and for other monuments, had used the 
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cascading folds of heavy drapery characteristic of Gothic sculpture in France. 
Would it not be natural, then, for painters, who at this time had already 
shown an interest in projection and three-dimensionality by decorating wall 
spaces with illusionistie architecture, to imitate sculpture as well in their de- 
sire to achieve plasticity of form? The models were at hand, even on the 
very monument for which they might be doing a mosaic or a fresco, Cer- 
tainly it was this type of Gothic plastic drapery that was reproduced in 
Cavallini’s frescoes even if the iconography of the scene was in a Roman- 
esque-Byzantine tradition. The Isaac Master, on the other hand, chose to 
draw his models from Classic sculpture. 

We might cite the frescoes in the upper church at Assisi as another 
example of the transfusion of styles resulting from various artists working 
on the same project. Here only painting is involved, but that the intermi 
ture took place is patent from the vain attempts that have been made to 
unseramble the cross currents of style, especially in the frescoes of the up- 
per registers of the nave walls. We have mentioned Cimabue, Torriti, Rusuti, 
And the Isaac Master as being at Assisi. There seems to be no stylistic 
evidence that would account for the presence of Cavallini. Attempts have 
been made to place him there, but these result from a confusion of the style 
of Cavallini with that of the Isaac Master. Cavallini was busy enough in 
Rome during the last fifteen years of the thirteenth century and, according 
to documents for the year 1308, he was in the service of the Angevins at 
Naples in the early fourteenth century. It is probable that he supervised in 
part the frescoes in the beautiful Neapolitan Gothic church of Santa Maria 
Donna Regina, which houses the tomb of Maria of Hungary, wife of Charles 
II of Anjou. The subjects of those frescoes are the Last Judgment and scenes 
from Christ’s Passion and from the lives of SS. Agnes, Catherine, and Eliz- 
abeth. 

Why did this new naturalism and plasticity in form appear first in the 
paintings of the Roman school rather than in those of Tuscany? The an- 
swer, I believe, lies in the fact that Rome had had a long tradition of fresco 
painting ever since Classic times. During medieval times churches naturally 
sprang up in numbers in the City of St. Peter, and churches needed fresco 
decoration. And painting in fresco makes possible much freer handling of 
form than does mosaic work or panel painting. Even in Rome, when the 
Romanesque-Benedictine style became most rigid under renewed Byzantine 
influences (as seen in the frescoes in the chapel of St. Sylvester in the church 
of Quattro Coronati), it rapidly softened and changed under local Cosmati 
and, possibly, imported French infuences or even under the influence of 
contemporary Italian sculptors who had adopted the Gothic style. At any 
rate, a series of frescoes such as those in the portico of San Lorenzo outside 
the Walls in Rome, at Anagni and Subiaco, and at Santa Maria in Vescovit 
Rome, make the transition to the frescoes of the Isaac Master and of Cavallini 
with their naturalism of form seem less sudden than it might seem if viewed 
in the light of Tuscan panel painting. That is, the stylistic development of 
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Painting in Tuscany up to the end of the thirteenth century had been largely 
conditioned by the Western medieval and Byzantine traditions of two-di- 
mensionalism and stylization that were difficult to shake; in the Roman school 
a fresco tradition with greater flexibility had been deeply rooted for cen- 
turies. 

Unfortunately, the preoccupation of Roman masters of g with nat- 
uralisti, three-dimensional representation came to a sudden end with the 
removal of the popes from Rome to Avignon in 105. There they remained 
until 1377. But the accomplishments of the Isaac Master and of Cavallini 
were not lost, A young genius, who had come to Rome from Florence and 
who as we shall sce had also been at Assisi in the last decade of the thirteenth 
century, was to turn his back on the Florentine traditions of Cimabue and 
dovelop his own style, at first under the influence of the two great Roman 
masters and then under that of the contemporary sculptor Giovanni Pisano, 
What Giotto started was to find its fulfillment in the work of Michelangelo. 
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Duccio of Siena 





A a contemporary of the Roman masters and of the Florentine Cim- 


abue there appeared in Siena Duccio di Buoninsegna. Although he was 
somewhat older than Giotto, Duccio occupies almost the same position of 
importance in Siena as Giotto does in Florence. Each established a tradi- 
tion of painting with many followers; each “turned the corner” leading into 
the Gothic style in Tuscany; but each did it in his own way. In the end, 
what Duccio and Giotto did was to characterize and differentiate fourteenth- 
century painting in Siena and in Florence.” 

We can only conjecture the date of Duccio birth, which may have 
been somewhere between 1255 and 1260. The first documented payment of 
his work was in 1278, when he was paid for painting twelve boxes, or small 
chests, to contain Sienese public civil documents. A year later he decorated 
one of the wooden covers of the treasury accounts of the city, a commis- 
sion he was awarded several times during the next fifteen years and one 
that was given to anonymous as well as to well-known Sienese painters. In 
1280 Duccio was fined the large sum of 100 livres for some unrecorded mis- 
conduct, the first of a series of fines and difficulties with the law. Duccio 
apparently was an independent individual. Once he refused to pay allegiance 
to the Capitano del Popolo, the imperial supervisor; later he failed to ap- 
pear for military duty; and on various occasions he was fined for nonpay- 
ment of debts, for creating a public disturbance, and even for what appears 








* Although the major accomplishments of these two artists date in the fourteenth 
century it should be remembered that their earlier activities were still at the end of the 
thirteenth century. 
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to have been the suspicion of practicing magic. After his death in 1319, his 
widow and seven children refused his inheritance—which apparently con- 
sisted entirely of debts. 

Duccios reputation in his art, however, was such that he received an 
important commission in the rival city of Florence and in Siena was invited 
to serve on a commission with other artists (including Giovanni Pisano) that 
decided on the site of the Fonte Nuova, a fountain, to paint an altarpiece 
for the Palazzo Pubblico, and to undertake the painting of the great altar- 
piece for the main altar of the Siena cathedral. 





The Rucellai Madonna 


It was in 1285 that Duccio received the commission to paint in Florence a 
Madonna for the Compagnia di Maria Vergine of the important Dominican 
church of Santa Maria Novella, This organization was one of the companies 
of the Laudesi, referred to in Chapter 3, who were active in revitalizing the 
cult of the Virgin, especially after 1260, And the Madonna that Duccio pro- 
duced for it [5,1] was the largest yet painted, which is some indication of 
the role the Madonna was to play in Italian painting and of the growth of 
the revived cult, When, in the middle of the fourteenth century, the chapel 
of the Laudesi was sold to the Bardi family, the Madonna was placed be- 
twoen it and the Rucellai chapel, In Vasarís time, a tomb was erected be- 
tween the two chapels and apparently the Madonna was moved into the 
Rucellai chapel. Hence it became known as the Rucellai Madonna, During 
World War IL it and many other priceless masterpieces were moved for 
safety to the Villa Montegufoni at Montespertoli. It is now in the Uffizi, 

The Rucellai Madonna is remarkable for other reasons than its size, Its 
gabled top is borrowed from the tradition established by Duceio's Sienese 
predecessor Guido. The wide border around the whole panel is adorned with 
thirty medallions separated by delicate floral bands resembling enamel work. 
In these medallions are the bust figures of Christ, John the Baptist, Abraham 
the patriarch and ten prophets, the twelve apostles, and five saints, which 
are placed along the bottom border—two bishop saints, St. Dominic, St, Peter 
Martyr (founder of the Florentine Lawlesi in 1243), and St. Catherine of 
Alexandria, The use of medallions with apostles, prophets, and saints about 
a central figure can be traced in Byzantine mosaic tradition, But Duecio 
had before his eyes the altarpiece, now in the Bardi chapel in Santa Croce, 
Florence, containing the full-length figure of St. Francis and scenes from his 
life [3:3]. Earlier we noted that in this altarpiece the central figure is sur- 
rounded by a series of bust-size figures in medallions, 

The Madonna herself, the throne, and the six angels are worthy of spe- 
cial attention. Instead of covering the Madonna's mantle with an all-over 
hatchwork of gold as Guido and Coppo had done, Duccio presented a si 
ple silhouette of blue with a gold border winding in curvilinear rhythms 
within the silhouette and at the base of the figure, which suggests that 




















5.1. Dvccio: The Rucellaí Madonna 
). Panel paintin x 
i”. Uffizi, Florence (Soprinten- 
denza) 








mexcn Gorme: La Belle Verrière (13th cen.). 
Stained glass. Chartres Cathedral, France 
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Duccio had a knowledge of French Gothic illumination. In contrast to the 
metallic, angular, and stiff borders used by Guido and Coppo, Duccio's not 
only gives a delicate and subtle emotional effect but also leads the eye 
eventually to the Christ child whose diaphanous upper garment and gold- 
shot lower one make a striking contrast to the deep blue area of the Ma- 
donna’s mantle, The elaborate brocade behind the Madonna and the in 
cate elegance of the woodwork of the throne help considerably to accent 
the simple silhouette of the Madonna. 

Duccio's treatment of the throne is remarkable because of his attempt 
to get depth and break the front plane. First, as Guido had done, he set the 
throne at an angle. Then he added a number of devices, such as the con- 
soles arranged in perspective, as we have seen them used by Roman artists, 
and the series of open arcades that show the drapery behind the throne. 
These arcades are for the most part made up of slender colonnettes and 
Gothic arches. The angels supporting the throne are also striking innova- 
tions. The softness of their thin garments is accentuated by the curvilinear 
rhythms of the drapery and by pastel shades of green, lavender, yellow, and. 
blue. The kneeling postures, especially of the two upper pairs who seem 
to kneel in mid-air, would appear strange if we did not know that the same 
motif had been used in the famous Gothic stained-glass window of La Belle 
Verrière [5.2] in Chartres cathedral. Duccio must have known of this de- 
sign—perhaps through his friend Giovanni Pisano the sculptor, who had 
traveled in France and visited cathedrals, In the Chartres window, the iron 
crossbars give visual support to the knees and feet of the upper pairs of 
angels. Duccio could not put in such horizontal supporting lines, but pat- 
ently his kneeling angels were derived from ones that did have them, We 
shall see shortly that Duccio was also interested in designs for stained glass. 

As early as the fifteenth century a confusion had arisen in the minds 
of Florentine writers whom Vasari followed in attributing this Madonna to 
Cimabue, Those writers, of course, were not aware of the documentation 
that was to be published in the nineteenth century, and any such great 
accomplishment of the late thirteenth century, particularly in Florence, would 
inevitably be credited to Cimabue, who was supposed to have been the 
father of painting in Italy. We need not go into the confusion except to 
say that at the end of the nineteenth century the cause of Duccio as the 
painter of this Madonna was taken up and, although even a third master, 
the Rucellai Master, has been suggested, Duccio's authorship of this famous 
painting is generally accepted. 

‘The Rucellai Madonna and Cimabues Triniti Madonna [3.18] today 
hang in the same room in the Uffizi where they can be compared. In spite 
of certain strong similarities in the stylized features of the faces and the 
naturalistic moplike hair of the Christ child and the angels—Duccio and 
Cimabue must have been closely associated at this time-the fundamental 
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differences are striking. Cimabue's Madonna emphasizes hieratic, dogmatic 
Byzantinisms in the all-over gold hatchwork of the mantles of the Madonna 
and Child and in the presence below the throne of the prophets who had 
foretold the coming of the Messiah. The contemporary search for more plas- 
tic form and any dramatic expressiveness drawn from Franciscan or Gothic 
sources is confined to the angels at the side of the throne, In the stepped 
and curved front of the throne Cimabue made some attempt at spatial ef- 
fect, but the throne itself seems to be an effort to impose Duccio's wooden, 
spool-turned type on the more traditional leaf type that had been used by 
the Bigallo Master and went back at least to the throne of Christ in the 
eleventh-century frescoes in Sant’ Angelo in Formis. Duccio, in his Rucel 
Madonna, while parading the problem of space illusion in the elaborate 
craftsmanship of the throne, created an effect far from the dogmatic By- 
zantine one. The gentle adoration of the angels, their soft colors and veil- 
like garments, the fluid silhouette of the Madonna, and the general predomi- 
nance of curvilinear rhythms reflect the qualities of style and feeling preva- 
lent in Gothie France but reinterpreted in Tuscan Italy. The echo of the 
dogmatic Byzantine theology surviving in the medallioned prophets, apos- 
tles, and saints has been relegated to a decorative border. Consequently a 
more human concept of the Madonna emerges. 

It is interesting to speculate why Duccio, from rival Siena, was com- 
missioned to paint the great Rucellai Madonna in Santa Maria Novella in 
Florence, the native city of Cimabue. The answer may be that Cimabue was 
unavailable because he was at Assisi working on the frescoes. We can also 
speculate about the personal relationship of the two painters. Certainly a 
stylistic one exists as the hard facial features of the Rucellai Madonna show, 
a fact that caused many earlier writers to claim this Madonna for Cimabue, 
Professor Roberto Longhi, the distinguished Florentine art historian, has 
claimed that Duccio was at Assisi as an assistant to Cimabue before Giotto 
was, and that Duccio painted in fresco one of the angels in the left transept 
of the upper church and the Adam in the Creation scene as well as the 
Crucifixion in the upper tier of the nave. Although it is difficult to accept 
these attributions without other evidence of fresco painting by Duccio, evi- 
dence of another kind would seem to establish the fact that Duccio was 
present at Assisi and at least had seen the frescoes there. 

T have pointed out the use by the Roman school of painters at A 
of the traditional illusionistic architectural decoration, such as brackets, cor- 
bels, and consoles rendered in a quasi perspective. In a Madonna and Child 
[53], now in the Stoclet Collection in Brussels, to be dated after the Rucel 
Madonna and before the great altarpiece, the Maestà, in Siena, Ducci 
painted below the Madonna a ledge supported by a series of perspective 
Consoles very similar to those that run along beneath the moldings of the 
St. Francis series in the upper church at Assisi, This use of perspective ar- 
chitectural detail will be further elaborated in Duccio's Maestà [5.5]. Even 
more convincing evidence appears in the Crucifixion scene [5,8] on the back 
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53. Duccio: Madonna 
and Child (13th cen, last 
decade). Panel painting, 
10%” x 84”, Stoclet Col- 
lection, Brussels (Cour- 
tesy, Ministry of Public 
Instruction, Brussels) 
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scene by adding many figures to give pd historical qual- 
ity, which quality the fourteenth-c nd Si 
developed even more highly. 


























cio 
narrative 







ry Florentine 





ese painters 

















By its and its location in the important church of 
Santa M: the Rucellai Madonna exerted great influence on the 
Mado r artists, We have pointed out how it may have affected 
the Trinità Madonna of Cimabue. The other great Madonna issuing from 





Cimabues workshop, formerly in San Francesco at Pisa and now in the 
Louvre [3.19], shows the Rucellai influence even more-in the throne, in the 
position of the Madonna's hands, and in the small medallion heads in the 
frame. 
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The Oculus of Siena Cathedral 


A few years after the Rucellai Madonna, Duccio's interest in stained glass 
had a chance to manifest itself more specifically, Documents have recently 
come to light that concern the filling with sta 
round window, in the wall above and behind the main altar of Siena cathe: 
dral [5.4]. They date in the year 1287 and 1288, which would make t 
window the earliest known stained-glass window in central Italy, Those in 
St. Francis at Assisi, previously considered to be the oldest, date from the 
last decade of the thirteenth century or late 





ied glass of the oculus, or 



















'or some reason the oculus 
at Siena had been held to belong to the second half of the fourteenth cen- 





tury, and documents for repairs from 1372 on are extant, But when the glass 
in the oculus was taken down for safekeeping during World War II, it be- 
came apparent that the style and designs were from the workshop of an 
artist who could only have been Duccio. The date of the newly discovered 
documents also confirmed this. The panels on vertical axis in the center of 
the window represent the scenes of the Resurrection of the Virgin, her As- 








54. Duccio: Oculus window (1287 
Cathedral, Siena (Anderson) 





288). Stained glass, Apse, 





110 - THE FOURTEENTH CENTURY 


sumption, and her Coronation, reading from bottom to top. To left and right 
of the central panel of the Assumption the four protector saints of Siena (SS. 
Bartholomew, Ansano, Crescentius, and Savino) stand in peculiarly shaped 
aurcoles, In the upper and lower corner panels the four evangelists are en- 
throned, accompanied by their respective symbols. Stylistically and icono- 
graphically the throne type in the Coronation panel is a simplification of 
the Rucellai throne, using Cosmati decoration instead of turned wood. The 
angels leaning over the back of the Virgin's throne in the same Coronation 
panel forecast the angels at the back of the throne in Duccio's great Maestà 
made for the same cathedral some twenty years later. Certain details also 
seem to show further connections with the basilica of St. Francis at Assisi, 
and the stance of the angels in the front row beside the throne of the Coro- 
nation panel resembles closely that of Cimabue's angels in the lower church 
at Assisi. It is interesting to observe that at the time this window was put 
up Giovanni Pisano was the supervising architect of the Siena cathedral, a 
position he had filled since 1285. We can hardly consider it a matter of 
chance, therefore, knowing that Giovanni had visited French cathedrals and 
was Duccio's friend, that the first stained-glass window in Tuscany was de- 
signed by Duccio and that Duccio had used as models for the angels of the 
Rucellai Madonna those of La Belle Verrière in Chartres. 














The Maestà 


Since Duccio's development during the next twenty years need not concern 
us here, we pass to his most momentous accomplishment, the Maestà [5.5] 
made for the main altar of the Siena cathedral. The contract was signed in 
October 1308 and the finished altarpiece was carried in triumph from Duc- 
cios workshop to the cathedral in June 1311. It remained on the high altar. 
until the beginning of the sixteenth century when it was supplanted by the 
great bronzes that are still there, It was then dismembered, sawed apart, 
and after various other vicissitudes finally placed-what was left of it-in the 
Opera del Duomo at Siena, where it is now.* 

Tt is small wonder that the crowds witnessing the transportation of the 
altarpiece to the cathedral were struck with enthusiasm and awe, for noth- 
ing like it had been seen before, Here was a visual glorification of the Virgin 
to satisfy the most emotional of her worshipers. The sketch and the photo- 
graphs will give some idea of its appearance. It was constructed architec- 
turally with a predella as base, the large horizontal area containing the Ma- 
donna, angels, and saints as the main feature above the predella, and the 
pinnacles at the top. All this shows the strong Gothic elements affecting the 
form of the altarpiece—a form that was to become a prototype for most 
altarpieces that developed, with changes and variations, in the fourteenth 
and fifteenth centuries. In Duccios Maestà, while the central rectangular 











* Tt was recently cleaned at the Istituto del Ristauro in Rome. 





$5. Decio: Maestà (1395-1311). Panel painting, Satis” x 167%". Opera del 
Duomo, Siena (Anderson) 





61 still recalls the earlier ancona shape and the apostle busts under arches 
at the top are perhaps rem 
nacles and the way in which the Madonna is represented are Gothic, The 
use of the predella 
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appears here for the first time, as far as surviving altar- 








pieces are conce mts, however, that in 1301- 
both Duecio and Cimabue received commissions to do altarpieces with 
«della: Duccio for an altar in the Palazzo Pubblico at Siena, Cimab 
a Chíara at Pisa. 

The entire central horizontal rectangle of the Maestà is occupied by the 
Madonna and Child enthroned in the midst of angels, saints, and apostles 
“that is, the Madonna is enthroned in the midst of her court like a liege 
retofore we have 

























queen, a completely new concept in Italian p 
he Madonna represented with the Christ child, either as an unattended 
ty or with small-scale angels flanking the top of the throne or an oc- 
mal small saint at the bottom. Both Duccio and Cimabue had previously 
increased the scale and number of the angels and set them beside the throne. 
But the idea of representing the Madonna in the midst of a court is new 
and reflects both the influence of the feudal North and the growing tend- 















ency to interpret religious subject matter in a more secular fashion, prob- 
ably the outgrowth of the Franciscan movement. In addition, the idea of 
n is introduced. In the front row, to the right and 
are kneeling in sup- 





intercession by the Vir 
to the left of the throne, four patron saints of Siena 
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and Crescentius, are the same saints present in the Oculus 
here is St. Victor. 
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Restoration of Duccio's Maestà, front (left) and rear (right) 


plication. We have already noted Duccio's connection with the Laudesi. The 
introduction in the Maestà of intercessory saints points also to some con- 
nection with, or influence of, these groups. In a moral laud written in Pe- 
rugia for dramatic use in a church, there is, for example, a passage in which 
the Perugians, having been condemned by Christ for their sins, appeal to 
the Virgin to intercede for them. She, in turn, takes with her the patron 
saints of Perugia, and by joint appeals to Christ they receive His promise 
of pardon, These new features of the representation of the Madonna are 
the prototypes for the frescoes by Simone Martini in the Palazzo Pubblico 
in Siena [7.1] and by Lippo Memmi in the Town Hall of San Gimignano 
that we will consider in a later chapter. They also are to be found in the 
great altarpieces painted by Pietro and Ambrogio Lorenzetti [7.8, 7.14]. 

In the predella below are seven scenes from the carly life of Christ, 
each separated from the other by an Old Testament prophet who foretold 
the scene. The pinnacle panels above the Madonna group contained the scenes 
of the Last Days of the Virgin, her Assumption and Coronation. Consequently 
the whole front of the altarpiece was dedicated to the Virgin, because she 
too was a participant in the scenes of Christ's early life, 

The entire back of the altarpiece [5.6] is covered with panels illustrat- 
ing scenes from the life of Christ. In the predella were those of His ministry 
and miracles; on the back of the main section containing the Madonna and 
court are the scenes of the Passion and Resurrection, from the Entry into 
Jerusalem to the Supper at Emmaus; and on the pinnacle panels above were 
the Resurrection, the scenes of His appearance to the apostles after the Resur- 
rection, the Ascension, and the Pentecost. 

Duccio's style reached its full development and splendor in this Maestà, 
fusing, as he had done in part in the Rucellai Madonna, Byzantine abstrac- 
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tions of form and patterned color, architectural space illusions observed in 
the Roman school, and Gothic elegance and emotion expressed in curvilinear 
outlines, in gestures, and in cascading draperies. Look, for example, at the 
Madonna, saints, and angels. The Madonna type is the Hodegetria observed 
in Byzantine and Romanesque art. Derived from the Byzantine too is the 
iconography of the angels, saints, and apostles. The throne with its pseudo- 
perspective of an open book reflects the space obsession of the Roman school. 
"The Cosmati work on the throne also betrays this Roman connection. But 
the Madonna with her court, the broad area of her blue mantle with the 
wandering curvilinear gold border, and the cascading folds and rich brocad- 
ing of the garments of the saints are Gothic adaptations. Some of these gar- 
ments are edged with the gold-wire line present in the Madonna's robe. 
The whole effect is of richness and color, of gentleness of feeling and move- 
‘ment, which were to become the earmarks of the Sienese style. 

In like manner, in the panels of the predellas, the pinnacles, and the 
entire back of the altarpiece on which the narrative scenes are painted, 
Duccio used the same three style factors to emphasize the emotional con- 
tent of the stories or to render architectural space. In Byzantine art, back- 
grounds, whether landscape or architecture, had been reduced to stylized 
and patterned forms, just as had the human figure, To suggest an outdoor 
setting, conventionalized trees and rocks had been used; to suggest an ar- 
chitectural one, a parapet, turrets, small gabled structures, or doll-house in- 
teriors. In Duecio's panels such backgrounds are given a more specifie pur- 
pose or function, both as decoration and as accents for the content expressed 
by the figures, One example will illustrate this, In the scenes of Christs 
Betrayal [57], the composition is divided into two rectangles, a larger one 
at the left and a smaller one at the right. In the larger rectangle, Christ 
stands in the middle of a group of soldiers come to arrest Him. He is dressed 
in the traditional dark-blue robe edged with Duccios gold line. The trees 
of the background standing out against the gold-leaf sky not only indicate 
the outdoor setting but also help in pointing out the chief episode of the 
scene: Judas kissing Christ. The dark accents of their silhouettes also call 
attention to the figure of Christ because it is the only dark accent in the 
lower half of the panel. In the right-hand rectangle, the apostles fee in 
terror from the scene of Christs arrest, The shadows on the rocks of the 
mountain background with their fluid outlines help to emphasize the idea of 
fight. Hence the background functions both as decoration and as accent 
complementary to the action and emotion expressed in the figure grow 

Tn indoor scenes, such as those ín which the various episodes of Christ 
trial are represented, Duccio is more descriptive than a Byzantine artist 
would have been and also more space-conscious. He calls attention to all 
the carpentry-the doors, the paneling, the brackets, the rafters. He makes 
the latter heavy, and by setting them at sharp angles he attempts to give 
space to his little boxlike structures by carrying the observers eye back into 
the room. In some cases he paints open or half-open doors leading into a 
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dark or even articulated space beyond the back wall. This is all in keeping 
with and a further development of the interest in architectural space illu- 
sion observed in the frescoes of the Roman painters of the late thirteenth 
century- possibly seen by Duccio at Assisi-and in the throne of the Rucellai 
Madonna. 

Another point of interest in Duccio's treatment of these interiors is their 
variety. Instead of using one generalized setting for the indoor scenes, as 
was the custom in Byzantine painting, Duccio altered the setting with each 
change of locale, He used one interior when Christ is before Annas, another 
when He is before Herod, still another when He is brought before Pilate 
and is returned for sentence, In these “sets” with their boxlike carpentry, 
Duccio may well have been influenced by the stage sets of sacred dramas, 
which were becoming popular at that time, That certainly would seem to 
be the case in the two panels, one above the other, in which Christ appears 
in the Council Chamber before the throne of the high priest while Peter 
sits in the courtyard below, warming himself by a fire and denying that he 
ever knew Christ, The two levels are connected by a stairway in the back- 
ground of the lower panel leading up to the second story shown in the up- 
per panel. 

In his figures, Duccio does not achieve this sense of space relationship. 
Although he shows the effects of Gothic sculptural conventions in the cas- 
cading draperies, his figures and groups still function illy as silhou- 
ttes or two-dimensional patterns or as agent for some significant expres- 
sion in the narrative. For example, in the scene of Peter's Denial just men- 
tioned, the maid servant pointing out Peter to the others seated about the 
fire appears to be standing in the foreground, and yet the hand of her raised 
arm seems to be touching the rail of the stairway in the background. Duc- 
cio does this merely as a matter of design, since the stair rail continues the 
line of her arm. Another forceful instance of the violation of space relation- 
ship appears in one of the scenes of Christ before Pilate, Pilate, facing the 
left, stands beneath a portico supported by columns and yet his right arm 
is placed in front of the columns. Here the important thing to Duccio is not 
the space but the fact that nothing must interfere with Pilate's gesture dur- 
ing the remark, “Ecce Homo,” But the figure is so two-dimensionally repre- 
sented that the incongruity is not immediately noticed. 

It is in the figures and in the interpretation of the narratives from 
the life of Christ and the Virgin that Duccio best shows his genius in blend- 
ing the richness of Byzantine color and abstraction with the human expres- 
siveness of the Gothic style. The harsh features of Guido's or Coppo’s heads 
and hands Duccio softens to a more naturalistic modeling, and the drapery 
of the Madonna, the angels, and other figures, as we have already remarked, 
is either simplified to broad silhouette areas or else rendered with Gothic 
cascading folds, Emotions are concentrated in the faces and in the gestures 
of the hands, and drapery, as in Gothie sculpture, becomes the complement 
of the emotion expressed. How effectively Duccio used the drapery, particu- 


























DUCCIO OF SIENA - 117 


larly in the figures of his principals, the Virgin and Christ, whom he clothed 
in flat blue robes edged with a gold line, can be illustrated in two examples. 

In the Crucifixion scene [58] the Virgin, overcome by grief at the foot 
of the cross, is about to faint into the arms of her friends. The instability of 
the fainting figure is excellently rendered by the movement of the gold line 
along the edges of the mantle. In the Deposition scene, the Virgin reaches 
up in restrained agony to receive and caress the body of her dead Son 
being lowered from the cross, The definite upsweep of the gold line of the 
Virgin's robe emphasizes this reach and leads the eye to the emotional 
center of the scene around the heads of Christ and the Virgin, 

Whenever Duccio represents scenes in which the human side of Christ 
is stressed, he clothes Him in a simple blue mantle with the decorative Gothic 
gold line, But whenever he shows Christ as a glorified Being, as in the 
Transfiguration, the Resurrection, and those scenes after His Resurrection 
[59] Duecio clothes Him in a robe covered with a hatchwork of gold line, 
like that found in Byzantine miniatures and mosaics. In other words, to Duc- 
cio a scene with dogmatic content was still to be expressed in the Byzantine 
style, while the more human ones called for the new style that lent itself 
more to personal emotional expressiveness. The colors, which cannot possibly 
be reproduced satisfactorily, add tremendously to the emotional effect, Just 
as the color contrast between the solid dark blue of the Madonna's robe 
and the pastel shades of the diaphanous garments of the angels in the Rucel- 
lai Madonna were so striking, so in the Maestà the solid blues of Christ and 
the Virgin and the softer shades of the apostles’ garments set each other 
off with dramatic effect. The walls of the miniature interiors are in light 
greens or buff yellows or coral pinks. 

"The Maestà, as we have said, is now dismembered. While most of it is 
to be seen in the museum of the Opera del Duomo in Siena, the gabled 
pinnacles that once presumably contained half-length angels and several of 
the panels with scenes have disappeared. Some of the predella panels have 
found their way into museums and private collections—the Annunciation and 
the Transfiguration of Christ are in the National Gallery in London; the 
Nativity and the Calling of Peter and Andrew are in the National Gallery 
in Washington, D. C.; the Temptation of Christ is in the Frick Collection in 
New York; the Raising of Lazarus and the Christ and the Woman of Samaria 
are in the Rockefeller Collection in New York. 





























This Maestà proves Duccio to be one of the great masters of all times. 
He was not, as has been suggested, the apex and final flare of the Byzantine 
style in Italy. Rather, like Giotto, Duccio was an innovator who turned paint- 
ing-and painting in Siena in particular—into new paths, paths leading from 
dogmatic formalism to a more naturalistic secularism, Keeping indeed cer- 
tain Byzantinisms of abstract design, color, and iconography, he introduced 
the naturalisms of architectural space descriptively and borrowed concepts 
as well as forms from the Gothic, whether derived from France or from his 
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friend Giovanni Pisano. This was all in keeping with the trend and taste of 
the time. Giotto did more or less the same things but primarily from the 
standpoint of a sculptor. Hence Giotto's forms will seem much more plastic 
and will take on a kind of monumentality in contrast to the delicate quality 
of Duccio's forms, which have a closer affinity to the miniature traditions in 
illuminated manuscripts or to Gothic ivories. 
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Giotto of Florence 





Ejes counterpart in the rival city of Florence was Giotto [1266 
(or 1276)-1336].* Though both artists matured under the influence of the new 
Gothie culture appearing in Italy, each developed an essentially different 
style, As we have just seen, Duccio was concerned with the problems be- 
setting a panel painter. Giotto is known to us primarily as a fresco painter, 
although no tradition of fresco painting existed in his native Florence. 

The story has come down in tradition that Cimabue one day came 
across the young Giotto scratching figures of sheep on a rock and promptly 
offered to train him in the art of painting. Born in Florence when the Byzan- 
tine style was prevalent in painting, Giotto possibly did receive his carliest 
training from Cimabue, but evidence of any stylistic link between the two 
does not exist. When Giotto painted his earliest authenticated frescoes, his 
style was Gothic and his figure style, three-dimensional and sculpturesque, 
the very opposite of Florentine traditions as we have seen them in the late 
thirteenth century. Hence we must search elsewhere for the influences that 
made Giotto the great painter that he was. The frescoes in the Arena chapel 
at Padua are the earliest works by Giotto of which we can be sure, so let us 
examine them first to get our impression of Giotto's style at the beginning of 
the fourteenth century and of his capabilities as an artist. The frescoes were 
begun in 1305 when Giotto was thirty or forty years old, and when his style 
had reached maturity. 


* The writer Antonio Billi (Ite fifteenth century) and Giorgio Vasari the biographer 
(sisteenth century) give Giotto's birth date as 1276. Antonio Pucci (second half of the 
fourteenth century) says Giotto died in 133 at the age of seventy! 
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The Arena Chapel Frescoes 


The Arena chapel in Padua was built by the Scrovegni family as a part of 
the palace they erected within the ruins of an ancient Roman arena—whence 
its name.* 

The whole interior, consisting of a small rectangular nave, the sanc- 
tuary, and the covering vault, is decorated with frescoes by Giotto and his 
assistants. It is a jewel box of color held together by the intense light blue of 
the backgrounds pervading all. Writers from the fourteenth century on have 
said that Giotto had worked at Ravenna. If so, he must have been impressed. 
by the blue of the mosaics in the little fifth-century shrine of Galla Placidia 
and wanted to reproduce a similar effect in the chapel he was decorating 
at Padua. 

The subject matter of the wall paintings in the nave is an abbreviated 
version of the favorite medieval program of didactic church decoration de- 
picting the Fall of Man and his Salvation, in scenes ranging from the Cre- 
ation through the life of Christ to the Last Judgment. In French Gothic 
cathedrals this program was immensely elaborated in the portal sculptures, 
which included Man's physical activities throughout the year in the Labors 
of the Months, and which suggested his ethical life in the representations 
of Virtues and Vices. Here in the Arena chapel, the cycle of scenes [6.1] 
begins with the Annunciation to the Virgin. The scene is divided by placing 
Gabriel in the left spandrel of the arch opening into the sanctuary and the 
Virgin in the right one. These are the first figures that the spectator sees on 
entering the chapel. Scenes from the lives of the Virgin and Christ cover the 
three upper tiers of frescoes along the side walls and, in the fourth tier, the 
lowest, personified representations of Virtues and Vices face each other on 
opposite sides of the nave. Justice as a queen is seated on a Gothic throne 
and Injustice as a tyrant sits on a cracked and crenelated one. Small relief- 
like scenes illustrating the effects of Justice and Injustice in Government ap- 
pear on the bottom of the thrones. Six Virtues flank the throne of Justice 
and six Vices that of Injustice. All these personifications are painted in a 
gray monochrome to simulate sculpture. In the wall space above the span- 
drels of the sanctuary arch containing the Annunciation is the scene that 
serves as a prelude to the whole cycle: God the Father, enthroned among 
His angels, is instructing Gabriel to descend to earth with His message to 
the Virgin. 

The divided Annunciation scene appears in the spandrels of the arch 
into the choir in the mosaic decoration of Norman-Byzantine churches. But 
Giotto was not imitating. He had a very different reason for the special em- 
phasis he gave here to the Annunciation and to the prelude scene. In 1278 
the podestà, or governor, of Padua had ordered a special celebration of the 

* During the aerial bombardment of Padua in World War Il this shrine of easly 


Italian painting narrowly escaped destruction. Bomb craters pockmarked all the surround- 
ing area, but miraculously no bomb fell oa the chapel. 
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Feast of the Annunciation to be held with great pomp in the small chapel 
that then stood on the site of the present Arena chapel. Thereafter it was the 
custom on that feast day for the populace to gather at the cathedral and, to- 
gether with the clerics, to escort two boys dressed as the Angel Gabriel and 
the Virgin to the Palazzo Communale where they were joined by the judges, 
lawyers, and others. All then proceeded to the arena where on a platform 
the two actors represented the Annunciation scene. During the building of 
the Arena chapel the celebration was temporarily interrupted, but a now- 
effaced inscription read that in March 1303 the ceremony was held at the 
chapel The Arena chapel was consecrated in 1305, and Giotto must have 
‘begun the frescoes at that timo, The performance of the mystery play before 
the chapel thus would explain not only the prelude scene with God the 
Father but also such “carpentry” stagelike settings of the Annunciation scene 
as the tabernacles with strongly projecting balconies beneath which the fig- 
tures are set and the drawn curtains, the rods, and the small pillars around 
which the curtains are slung. In many of the other frescoes in the chapel 
the influence of stage sets of religious plays is also apparent. 

‘Occupying the entire space of the wall above the entrance is a huge 
fresco of the Last Judgment [6.2], the most extensive one to have been 
painted up to that time. Although Giotto employed certain traditionally By- 
zantine features present in manuscripts, in icons, and in the mosaic at Tor- 
cello [1.12]-the angel hosts, the Christ seated on a rainbow within a man- 
dorla flanked by the apostles on thrones like a jury, the stream of fire is- 
suing from the base of Christs mandorla-he varied and elaborated the 
theme. The huge figure of Christ dominating all is not Byzantine usage but 
is found im Last Judgments of western Europe both to the north and south 
of the Alps. In Italy striking examples are in the Baptistery mosaic in Flo 
ence [3.14], in the frescoes at Sant' Angelo in Formis, and in the Cavallini 
Last Judgment in Rome.* Un-Byzantine also is the large scale of the cross 
of Christ separating Hell from Heaven, the Damned from the Blessed. Heaven 
consists of rows of angels, of saints and citizens, the latter with naturalistic 
faces, beards, and headgear. Hell is luridly depicted as a series of fire-belch- 
ing pits filled with demons, centaurs, and other creatures inflicting the most 
cruel tortures on the Damned, The iconography is a graphic elaboration on 
the Hell in the mosaic of the Baptistery in Florence with which Giotto was 
familiar. Certainly, even though Dante began his Inferno around 1300 and 
was present at Padua while Giotto was working in the Arena chapel, there 
is no indication that Giotto's representation of the tortures of Hell is based 
‘on Dante's poem. 

‘Another significant variation from the Byzantine type is the absence of 
the Virgin and St. John the Baptist as intercessors for mankind. The Baptist 

















* Giotto in the Arena chapel Last Judgment also follows the iconographie tradition 
found in these and other examples in Italy of showing the Judging Christ with one hand 
turned to indicate the thumb-up and the other the thumb-down gestore of Salvation and 
Damnation. 
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63 (left). Giovanıı Pisaxo: Madonna and Child (c. 1303). 
Marble, Arena chapel, Padua (Alinari) 





6.4 (above). Giov. 


Pısaxo: Comer figure, detail (1301). 
Marble. Pulpit, San 


Andrea, Pistoia (Alinari) 





is nowhere in the fresco, but the Virgin in large scale appears to the left 
below Christs mandorla in a gold-rayed aureole supported by angels, 
ceiving the prayers of the saints who approach Her. This is also an indic 
tion of the special veneration accorded the Virgin in the Arena chapel. Bi 
low, to the left of the cross, a model of the chapel is being offered to three 
angels by Enrico Scrovegni, the donor of the chapel. (Dante, in the Inferno, 
consigned a member of this banking family to the seventh circle of Hell for 
usury.) 

Giotto's figure style in the Arena chapel frescoes is certainly as far re- 
moved as can be imagined from any such Byzantined manner as prevailed in 
Florence in his youth. Instead his figure style shows his preoccupation with 
the human form and its drapery in three-dimensional terms in order to con- 
vey the religions content of the scenes in more human terms. His models were 
obviously Gothic sculpture of the kind found in the works of his friends 
Arnolfo di Cambio and Giovanni Pisano. The latter was the most accom- 
plished of the Italian sculptors working in the Gothic tradition and for two 
decades had been chief architect and sculptor of Siena cathedral. Duccio, 
as we saw, had shown the effect of Giovanni Pisano's style in some of the 
figures of his great Maestà [5.5]. But Giotto's adoption of the Gothic sculp- 
ture style was more clear cut. Before his eyes was the Madonna and Child 
[6:3] that Pisano was making or had already made for the altar of the Arena 
chapel. When we compare Giotto's wonderful angel of the Annunciation 






























65 (above). Giorro: Annunciation (1305- 
1306). Fresco. Sanctuary arch, Arena chapel, 
Padua (Alinari) 


6.6 (right). Giovaxst Pisano: Annunciation, 
detail (1901). Marble. Pulpit, Sant’ Andrea, 
Pistoia (Alinari) 


a chapel with one of the corner figures of Pisano's pulpit at 
see just how closely Giotto in paint imitated the parallel 


[6.5] in the A 
Pistoia [6.4] we c 









cascading folds ol 
centuate the bulk 


fhe drapery or stretched it tightly across the body to ac- 
ess of the figure beneath.* 





1 training ín sculpture, for according to a contemporary writer 

ome of the sculptures on the campanile in Florence. Ghi 
sculptor, not only makes the same statements but also states 
ve of. Giotto's sculpture designs. 





126 - THE FOURTEENTH CENTURY 








Sıovaysı Pısaxo:; Crucifiiion (1301). Marble. Pulpit, Sant’ Andrea, Pistoia 
(Alinari) 





Other stylistic elements reflecting the Gothic style are seen in Giotto's 
treatment of the eyes and the use of the rounded jaw line [65, 6.9]. The 
eyes are drawn with a sharp angle at the corners giving them a quasi-Mongo- 
t. This characteristic of Gothic figures on such French cathedrals 
as Amiens and Rheims was passed on via Giovanni Pisano to Giotto. 

But that is as far as Giotto went in his adoption of Giovanni Pisano's 











style. His use of figures to express the content of a scene differed widely 
While Pisano's work reflects the typically Italian emotional qualities, Giotto's 
has a universal dignity and significance going beyond any expression of na- 
tional temperament. A few examples will make this clear. 

In the Annunciation scene [6.6] on Giovanni Pisano's pulpit at Pistoia, 
the Angel Gabriel rushes toward the Virgin in great excitement. She recoils, 
surprised and curious as though a neighbor were rushing in with som: 
tonishing news. In Giotto’s magnificent Annunciation [6.5] Gabriel kneels 
solidly on the ground and raises his hand calmly in a gesture of blessing and 
address, conveying by his dignity the importance of the mission. The Virgin, 
also in repose, submissively receives the message, fully conscious of the fact 











that she is to become the Mother of God. The religious as well as the human 
significance of the episode is dramatically rendered. 

In Pisano's Crucifixion scene [8.7] from the same pulpi 
manifestation of the emotions of grief and pain is emphasiz 
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68. Giorto: Crucifixion (1305-1306). Fresco. Arena chapel, Padua (Anderson) 


hangs twisting on the cross with arms stretched up at an angle to accentuate 
the last throes of His suffering. Below is a great commotion among those 
ing around the cross. The Virgin falls back in a faint into the arms of 
attendants as though she had just uttered a cry of grief. In Giotto's 
Crucifixion fresco [6.8], on the nave wall, by contrast everything is still. The 
struggle is over for Christ's body hanging solidly on the cross, and the peace 
of death has prevailed. Beneath the cross the Virgin is about to faint, but 
when she does she will sink in a heap, a figure of pathos commanding sym- 
pathy. On the other side of the cross John stands in silent misery as he looks 
up at the dead Saviour. Here is none of Giovanni Pisano's pyrotechnics. The 
scene consequently has more dramatic significance than the melodramatic 
ter plays all his scenes in a highly emotional 
key. Figures gesticulate and faces are contorted with emotional straín, Giotto 
prefers greater restraint and calm, using only the most significant gestures to 























interpretation of Pisano. The 1 








achieve his dramatic effects. 
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69. Giorro: Joachim and Anna meeting at the Golden Gate (1305-1306). Fresco. 
Arena chapel, Padua (Alinari) 


This restrained emotion is found in other of the Arena frescoes. Deeply 
human and packed with tender feeling is Giotto's scene of the Meeting of 
Joachim and Anna, the Virgin's parents, at the Golden Gate [69]. Accord- 
ng to the story, they were old and childless. Anna was far beyond the years 
for childbearing when she was informed in a vision that she would have a 
child. Joachim, off in the desert with his Hocks, was told by an angel of the 
Lord of the coming event. Not believing, he returned to Jerusalem and was 
met at the Golden Cate by his pregnant wife. Giotto's fresco depicts this 
meeting with all the simple drama the story implies. Anna tenderly touches 
the check of Joachim as he kisses her. Anna is followed by a young attendant 
with happiness reflected in her face, In the shadow of the gate stands an 
older woman, her face half covered by a scarf so as not to appear to intrude 
inquisitively on the emotional intimacies of the old pair but at the same time 
observing all. A similarly simple and deep expressiveness is present in the 














6.10. Giorro: Magdalen, from 
Noli me Tangere (130: 
1306). Fresco. Arena chapel, 
Padua (Alinari) 





Visitation scene in which the older St, Elizabeth, mother-to-be of the Baptist, 
greets the young Virgin Mary, both of them with child. 

Another peerless example is the scene of Mary Magdalen meeting 
Christ in the Garden on the afternoon of the Resurrection, the Noli me 
Tangere. The figure of the Magdalen [6.10] kneeling before her Master and 
reaching out in frustration to touch Him has cert passed. 
Giotto seems to have gotten the idea for the Jen from a similarly posed 
sculptured figure by Arnolfo di Cambio. The nearest approach in the Arena 
chapel to the representation of mixed emotions as present in the Magdalen 
is the figure of the Virgin in the Ascension scene in whom the emotions of 
love and adoration for her Son-God are mingled with the pain of physical 
separation in a remarkably simple and shorthand manner. 

The emotional highpoint in the Arena chapel frescoes is the famous 
Pietà, the Lament over the body of Christ [6.11], As in all Giotto's paintings, 
the background is chiefy functional and serves to emphasize the movement 
or the emotional theme in the picture as well as being a space factor. Thus 
the clay-cut mountain in the background toboggans down to the emotional 
center of the fresco where the Virgin, with face tom by grief, embraces 
the dead Saviour. The other Marys and the beloved disciple, St. John, are 
placed around this emotional center, Two of the women are huddled in the 
foreground with their backs to the spectator, but their hunched, sacklike 
forms emphasize the heavy muted quality of their grief. Each figure about 
the Christ and Mary registers a different kind of grief expressed by the care- 
fully selected and varied gestures. One of the women has her hands raised 
slightly; another clasps her hands to her cheek; St. John throws out his arms 
in disconsolate desperation. By contrast, the two disciples standing at the 
extreme right are completely relaxed emotionally so as not to detract atten- 

ion from the emotional center of the scene, They merely turn their heads 
ts direction. The tempo of the emotion is thus skillfully set by Giotto, 
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increasing in inten as it approaches the head of Christ. There is no melo- 
dramatic explosion as might be found in the works of Giovanni Pisano, Th 
only hysterical note is struck by the angels fluttering wildly in the sky abov 
the scene, but they are light forms and are secondary accents of grief as 
they are also in the Crucifixion [6.8]. By their very excitem 
tuate the restrained drama around the head of Christ, Th 
table orchestration of emotion, 

Giotto rarely composed the scenes of the Arena chapel frescoes with 
symmetrical balance. The mathematical center is not necessarily the center 
of emotion or interest. To him the figures and their expressive content were 
the most important part of the picture, Backgrounds, as was said, served to 
reinforce the action or content of the figures and to deepen the space. At 
times the background is neutral, and figures move against this neutral bacl 
ground with a delicate rhythmic movement reminiscent of Classical relief 
sculpture [1.2]. That Giotto had imbibed some Classical spirit is also apparent 
in his simplifications and universalizations of essential human emotions. 











scene is a veri- 
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Giotto's Earlier Style 


At Padua we have found Giotto as a mature artist, the exponent of the Gothic 
style that was to prevail in fourteenth-century Italian painting, and the ac- 
complished master of fresco painting. What then had been his style prior to 
Padua, for he must have been active for many years before that time? 
Where did he acquire training and experience in fresco painting? And where 
are any evidences of his earlier work to be found? These are the great 
enigmas about which many theories have been formed. What follows below 
must also be considered as hypotheses to answer these questions, the hypothe- 
ses, however, being based on indications present in literary references and 
in stylistic criteria. 

We do know from the evidence of his work in Padua that one of Giotto's 
chief interests was to render form three-dimensionally in order to express 
most adequately the human content in the subject matter, that he found 
fresco painting most suitable for this expression, and that, for his work at 
Padua, contemporary Italian Gothic sculpture furnished the best models. 
But one thing is certain-Giotto's early style could not have been Gothic. 
Born in Florence e. 1266 or 1276, his earliest training must have been in the 
Byzantinized style still prevalent in painting at that time; and before his 
eyes was the great mosaic of the Baptistery dome still in the process of be- 
ing finished. (We have seen how the impression of the Hell ín this mosaic 
recurred when he painted his Last Judgment at Padua.) But this Florentine 
tradition was of no use to one interested in three-dimensional forms. It was 
in the work of the artists of the Roman school that such forms made their 
first dramatic appearance in the last quarter of the thirteenth century. Hence 
it must have been in Rome rather than in Florence that Giotto formed his 
early style by association with painters of the Roman school and with such 
sculptors as Arnolfo di Cambio. It was in Rome, too, that he must have re- 
ceived his training in the fresco technique in which he became so proficient, 
Florence had no such tradition. It is possible that Giotto was introduced to 
Rome by Cimabue, who had spent time there and who himself must also 
have acquired there (as we have suggested in the last chapter) whatever 
knowledge he had of fresco painting. Giotto must have established a suffi- 
ciently good reputation in Rome to be commissioned later at the end of the 
century by Cardinal Stefaneschi to execute the famous mosaic of the Navi- 
cella, Christ Walking on the Waters, for the basilica of St. Peters. He also 
seems to have done some work for the Jubilee Year celebration of 1300. 

In his chronicle, which ends with the year 1312-1313, Riccobaldo of 
Ferrara states for the year 1306 that Giotto was known for the work he did 
at Assisi, Rimini, and Padua. This passage, written so close in time to Giotto's 
work in the Arena chapel at Padua, would indicate that his work at Assisi 
preceded that at Padua. Giotto's presence at Assisi and the frescoes he might 
have produced there have been the subjects of much controversy. This book 
is not the place to go into the question of the validity of the arguments, but 
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we can consider some of the evidence that bears on our inquiry into Giotto's 
pre-Paduan style. 

Granting Riccobaldo’s assertion that Giotto worked at Assisi, the ques- 
tion remains, what was this work? One hundred years after Riccobaldo the 
fifteenth-century Florentine sculptor Lorenzo Ghiberti wrote that Giotto 
painted “quasi tutta la parte di sotto”—“almost all the lower portion”-in San 
Francesco at Assisi, This remark resulted in confusion, Some have claimed 
that Ghiberti meant all the lower church; others have maintained that he 
meant the lower registers of the upper church-that is, the St. Francis series, 
Since the style of most of the frescoes in the lower church is later than Giotto's 
style at Padua, we are left with the frescoes in the upper church among 
which to find possible evidence of his pre-Paduan style. As we have already 
noted, the sanctuary and transept frescoes are the work of Cimabue and his 
school from which Giotto must have disassociated himself by going to study 
and work in Rome. He must also then have arrived as Assisi in company 
with the painters of the Roman school whose work appears in the upper 
registers of the nave. It is among these frescoes, it would seem, that we 
should look for the first work of Giotto at Assisi 

‘The most significant master among those working on these frescoes 
in the upper registers of the nave is the so-called Isaac Master [48] who 
painted the well-known scenes of Isaac deceived by his wife Rebecca and by 
his son Jacob. Several art historians have claimed that the Isanc Master is 
Giotto.” It seems to me, however, that the related master of the Deposition 
scene on the upper south wall, of the Ascension and Pentecost frescoes on 
the entrance wall, and of the roundel with the Madonna and Child over 
the entrance doorway runs a better chance of being Giotto before he became 
a complete convert to the Gothic style, The serious expression of some of the 
faces in these scenes and the fat plane of light falling along the ridge of the 
nose giving the heads the effect of having been carved out of soft stone are 
met with again in a number of the frescoes in the lower register-in the 
scenes from the life of St. Francis, Without question, however, the master- 
piece among these scenes of the upper register just mentioned is the Deposi- 
tion or Pietà [6.12], the forerunner indeed of Giotto's great Pietà in the Arena 
chapel in Padua [6.11]. It contains a similar concentration of emotion about 
the head of the dead Christ, and the figure standing quietly with hands 
clasped in front of him anticipates the two figures of the apostles at the right 
of the Paduan fresco. i 

Vasari, after Ghibertis often misinterpreted remark, was the first to 
claim the St. Francis series for Giotto, This claim has been attacked and 
defended ever since. Whatever the answer, a number of hands are dis- 
tinguishable in this sequence of twenty-eight scenes. This fact and the inter- 
mingling of hands in a number of the frescoes suggests that a fairly large 
bottega was at work here. Occasionally the head types recall with their serious 











* Professor Millard Meiss, in his recent publication Giotto und Assisi, New York 
sity Press, 1960, champions this point of view, that the Isaac Master is Giotto. 
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/0(P): Pietä (1 
Assisi (Anderson) 





;-1295). Fresco. Upper Church, San Francesco, 


mien those found in the frescoes of the upper register just mentioned, for 
nple, in the Miracle of the Spring [613] or the Sermon to the Birds 
hese could be by the master of the group--by Giotto?—who by his success 
the upper registers was entrusted with the supervision of the St. Francis 
scenes in the lower one." A striking confirmation of this thesis that Giotto was 
spirit directing the work on these frescoes is found in the 
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fresco representing the Verification of the Stigmata. On the icono 
this fresco i ifix that is practically identical with the large crucifix 














articles, “The St. Cecilia Master and His School at Assisi,” I and II, in. 
ve. CIL (1960), p. 408M. and 4338, respectively, 

St. Cecilia Master, the anonymous painter of the 
ye St. Cecilia and eight scenes from her life, is t 

St. Francis series in the upper church at 
a pupil-who seems to hav the work on th portant frescoes of the series— 
whom Mr. Smart calls the ancis Master be confused with the follower of 
Giunta Pisano). He dates the series as practically contemporaneous with Giotto's Arena 
chapel frescoes at Padu 
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6.13. Giorro(?): Miracle of the Spring (c. 1290). Upper Church, San Francesco, 
Assisi (Alinari) 





634. Giorro: Crucifix 
(1290-1300). Panel paint- 
ing, 2157 x 159%", Santa 
Maria Novella, Flore 
(Anderson) 








in Santa Maria Novella in Florence [6.14].* This last-named crucifix, the 
precursor of Giotto's figure of the Crucified in the Arena chapel at Padua, is 
mentioned as by Giotto in a will dated 1312 wherein provision is made to 
have a light burning perpetually before it. The shapes of the crucifix in the 
Assisi fresco and of the crucifix in Santa Maria Novella in Florence, with the 
rectangular terminations and the medallion at the top (cut off in the Santa 
Maria Novella cross), conform with the usual shape of thirteenth-century 
crosses. Fourteenth-century crucifixes, even the earliest ones, have Gothic 
terminations in the shape of a diamond intersecting a quatrefoil. Tt is interest- 
ing to note that although the frames of these er 
century style, the Christ is the new Gothic type found in the sculpture of the 
Pisani and not the S-shaped tortured body present on Giunta and Cimabue 
crucifixes. The bust figures of the Virgin and St. John in the arm ends of the 






























* Mr. Smart, page 431 and figures 17 and 20 in the article cited on page 133, also has 
noticed the close correspondence between the crucifix in Santa María Novella and the one in 
the fresco of the Verification of the Stigmata in the upper church at Assisi 
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Santa Maria Novella erucifix are remarkably close in style to the figures in 
the fresco of the Deposition in the upper tier at Assisi, enough to be by the 
same hand considering the differences in the techniques of fresco and panel 
painting, Therefore if Giotto's pre-Paduan style is to be found anywhere in 
Assisi it would seem to be first in the scenes that show their dependence on 
the style of the Isaac Master and then possibly in some of the scenes in the 
St. Francis series. 

Attempts to date the St. Francis series in the third or fourth decade of 
the fourteenth century are futile for several reasons. In addition to the ap- 
pearance of the late-thirteenth-century type of cross, just discussed, in the 
Verification of the Stigmata, we have these two facts, first, that the illu- 
sionistic architectural settings are characteristic of the last quarter of the 
thirteenth century, and, second, that an altarpiece of the Rimini school dated 
1307 * contains a copy of the scene of St, Francis receiving the Stigmata as 
painted at Assisi, Further evidence can be gathered from the famous mosaic 
of the Navicella in St. Peters, Rome, previously mentioned. Unfortunately 
this mosaic was moved about so much during the rebuilding of the basilica 
in the sixteenth century and so badly damaged and reworked that what re- 
mains has little practical value in telling us anything about Giotto's style at 
that time, that is, 1298, Two angel heads in medallions, however, one of which 
is in the Vatican Gallery, are sufficiently well preserved to show that this 
style is related to the circle of the Isaac Master at Assisi, The fragment in 
the nave of St. John Lateran in Rome of a large fresco representing Pope 
Boniface VIII appearing on a balcony to a multitude during the Jubilee Year 
of 1300 has since the seventeenth century been ascribed to Giotto. One of 
the three remaining heads, that of a deacon, has been cleaned recently and 
does show an affinity ín style with the figures in the St. Francis series at 
Assisi. The date of this series would then be reasonably placed in the last 
decade of the thirteenth century, 

‘At a time when the political and cultural scene in Italy was changing 
because of the collapse of the Holy Roman Empire (Romanesque) and the 
beginning of French domination (Gothic), it is reasonable to expect and 
to find a change in the style of the art of that period. The change had al- 
ready been perceptible in architecture and sculpture, Now it was also taking 
place in painting, in no uncertain terms at the hands of a progressive and 
dynamic personality such as Giotto was. His early search for form had brought 
him in contact in Rome with painters influenced by Classical sculptural 
traditions. He had also met with sculptors in whose work both Gothic and 
Classic traditions were intermingled. On his retum to the north from Rome 
and Assisi, Giotto came into closer contact with the new Gothic style in 
sculpture established in Tuscany by the Pisani, He must have known the 
great marble sculptured pulpit in Sant’ Andrea at Pistoia, begun by Giovanni 
Pisano in 1301. He must also have known its creator whom he was to meet 








* Sce J. White, “The Date of the Legend of St. Francis at Assisi," Burlington Magazine, 
XCVIII (3986), p. 344. 





Giorro: Madonna from Ognissanti (1305-1310) 
1. 128%" x 80". Uffizi, Florence (Anderson) 
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Some time during the first decade of the fourteenth century Giotto painted 
for the church of the Ognissanti in Florence the huge enthroned Madonna 
[6.15] that is now in the Ufi The large-scale proportions are in 
line with those of the great late-thirteenth-century Madonnas already men- 
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full of rectangular lines and few relieving curves, emphasizing the static bulk 
of the Virgin. The cubical silhouette contrasts sharply with the curvilinear 
one of Duccio's Madonnas and adds enormously to the effect of the phys- 
ical thereness of the figure, The flimsy Gothic canopied throne on which 
the Madonna sits is scarcely adequate for the massive figure it supports. 
Giotto must surely have been familiar with the seated statues of Arnolfo 
di Cambio, such as that of Charles of Anjou now in the Museo de’ Con- 
servatori in Rome or those of Pope Boniface VII and the Madonna and 
Child made for the Florence cathedral, These have the same rectangular 
bulk of form and similarly looped drapery between the knees that one sees 
in the Ognissanti Madonna. The angels kneeling with flower-filled vases at 
the foot of the throne are directly inspired by French Gothic ivory figures. 





The Santa Croce Frescoes 


Giotto's style reached its full development in the frescoes of the Bardi and 
Peruzzi chapels in Santa Croce, Florence, He had also decorated two other 
chapels here, the Tosinghi and the Giungi, but those frescoes have disap- 
peared as the result of renovations. In the Bardi chapel the frescoes repre- 
sent episodes from the life of St. Francis painted in three superimposed rows 
on the right and left walls, In a similar disposition of three levels in the 
Peruzzi chapel we sce scenes from the life of St, John the Baptist on the 
left wall and from the life of St. John the Evangelist on the right wall, Santa 
Croce being the Franciscan church of Florence, it was fitting to commemo- 
rate St. Francis in the frescoes of the Bardi chapel. It was also fitting to 
choose stories from the life of John the Baptist in the Peruzzi chapel, John 
being the patron saint of Florence, 

Although the frescoes of both chapels were gone over and retouched 
in the nineteenth century-most of this retouching has recently been removed 
from the Bardi chapel frescoes—enough is at hand from which to judge 
Giotto's late style. We note a much less rugged treatment of the human 
forms than had been the case at Padua. The proportions are more slender 
and incline toward elegance; and the emotions are more muted. Although 
the scene of St. Francis death in the Bardi chapel [6.16] recalls the Pietà 
in Padua [6.11], these changes in form and emotion are patent. The figures 
in the Santa Croce frescoes in general are much more related to and con- 
tained by the architecture in which they are set, There is an obvious insist- 
ence on a symmetrically balanced architectural background even when the 
figure groups may be asymmetrically arranged. In the famous fresco in the 
Peruzzi chapel of the Feast of Herod [6.17], the architecture stretched across 
the background like a folding screen with re-entrant angles may suggest a 
sense of recession in space, a problem that was to be attacked with sur- 
prising results by Giotto's forward-looking pupils Maso and Taddeo Gaddi 
But Giotto in this and other frescoes in Santa Croce maintains a composi 
tional control between the forms and the architectural backgrounds. 

















6.16 (above). Gi The Death of St. Francis (c, 1325). Fresco, Bardi chapel, 
Santa Croce, Flo Alinari) 


The F lerod (c. 1325). Fresco. Peruzzi chapel, 
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The close iconographic relationship between the Bardi chapel frescoes 
of St. Francis’ life with those in the upper church at Assisi has obviously 
been remarked by everyone writing on Giotto. This connection is indeed 
true and is particularly close in the scenes of St, Francis refusing his Fathers 
Goods, of the Franciscans before the Sultan of Morocco, of St. Francis ap- 
pearing to the Brothers at Arles, and of the Granting of the Rule by Inno- 
cent III. The Vision of Bishop Guido of Assisi is a conflation of the same 
scene with the Dream of Pope Innocent, both at Assisi, All this we state 
here as a matter of interest since we obviously cannot demonstrate it photo- 
graphically in this book. But it would argue either that Giotto indeed was 
the directing spirit thirty years previously for the Assisi St. Francis series 
or else that he was for some reason or other extremely familiar with these 
frescoes. The time lapse between the two cycles, however, had wrought no- 
table changes particularly in the orderly organization and the centralized 
compositions as we find them in Santa Croce, 

That Giotto was in contact with the French court at Naples and con- 
sequently directly with the French Gothic style is obvious from the fact that 
he was summoned by Robert of Anjou to that city in the carly 1390% to 
carry out various commissions, Among these were frescoes of famous men 
for a hall in the Castelnuovo and of Old and New Testament scenes in the 
Franciscan church of Santa Chiara, Nothing of this has survived, yet dur- 
ing World War 11 when a conflagration following an incendiary bomb at- 
tack on Naples severely damaged Santa Chiara, beneath the calcined seven- 
teenth-century frescoes in the choir of the Clarissan nuns emerged traces of 
earlier frescoes. One of these is a portion of a Pietà not unlike that in the 
Arena chapel at Padua, Hence we can assume that originally in this choir 
was a cycle of scenes that was connected with Giotto's workshop. The style 
of this Pietä is very close to Giotto's late style, 

Giotto was called back to his native Florence in 1334 to take charge of 
the construction of the famous bell tower, or campanile, of the cathedral 
that he had designed and for which, it has been claimed, he had furnished 
some seulptural decoration. Under his direction too were painted the frescoes 
in the Magdalen chapel of the Palazzo del Podestá, or the Bargello, now 
almost completely faded. The scenes represented are a Last Judgment and 
an allegory of Good Government. Among the Blessed in the Last Judgment, 
tradition has recognized the head of Dante. This head has been restored 
on several occasions, most recently in the nineteenth century, so traces of 
Giotto's style are no longer visible, According to certain literary sources, 
Giotto may also have painted an elaborate civic allegory in the Palazzo del 
Ragione at Padua, thus anticipating Ambrogio Lorenzetti’s great fresco in 
the Palazzo Pubblico in Siena (see page 157). 








We have traced the development and reviewed the major achievements of 
the greatest figure in Florentine painting of the fourteenth century. We noted 
that the earliest evidences of Giotto's style are connected with the space-seck- 


GIOTTO OF FLORENCE - 141 


ing, sculptural traditions of the Roman school of fresco painters and mosa- 
icists; that he then followed the contemporary trend toward the Gothic style 
as manifested in the works of the sculptors Arnolfo di Cambio and Giovanni 
Pisano. These sculptural styles Giotto adopted in order better to express the 
human emotions latent in the religious episodes, discarding the earlier, more 
traditional flat and dogmatic Byzantine style, We also saw how Giotto passed 
from a simple narrative style at Assisi to one with greater dramatic accent- 
uation of the narrative in order to accomplish a psychological unity at Padua, 
and how finally at Santa Croce in Florence his additional concern seemed 
to have been to give a compositional unity to figures and background. Giotto 
was a master at portraying the simple fundamental human emotions, and 
in order to express these most effectively he embodied them in simple, bulky, 
earthy forms, In general he achieved for the episodes he was painting an 
expressive psychological unity far surpassing a mere color and pattern unity 
by blending with his subject content remnants of Byzantine abstraction, the 
Classical sense of the universal, and Gothic naturalism and movement, He 
gave Florentine art the direction it was to follow for several centuries—that 
is, the use of the human figure as the chief element in a pictorial composi- 
tion. 
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INCE the battle of Montaperti, Siena had been riding high-and would 
continue to do so until the tragedies of 1348. She had produced at least two 
great artists, Guido and Duccio, to match her ancient Tuscan rival Flor- 
ence. Duccio's last monumental work, the great altarpiece for the Siena 
cathedral, was about contemporaneous with Giotto's frescoes at Padua, and 
it indicated Siena’s preference for delicate emotional expression and the dec- 
orative elements of line and color. Now, in the face of the innovations of 
the great Florentine painter who, according to Dante, was “all the rage,” 
what was being done by the younger generation contemporary with Giotto's 
later accomplishments? How Siena maintained her original preferences while 
keeping abreast of the times and trying to swallow Giotto’s style is aptly 
illustrated in the accomplishments of three of Siena’s greatest artists of the 
fourteenth century. 





























Simone Martini 


Simone Martini (12852-1344), although he had been trained in the work- 
shop of Duccio, belonged to the younger generation that adopted completely 
the new fashion, the Gothic style. But Simone did not borrow this style from 
Giotto, who had based his work on thirteenth-century French characteristics 
transmitted to Italy by the sculptor Pisano. More up-to-date, he 
was influenced instead by current fourteenth-century French mannerisms ac- 
quired at the court of Robert of Anjou at Naples and, later, at the papal 
court at Avignon. His facile technique and his Franco-Sienese charm gave 
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him a reputation second only to that of Giotto. Petrarch, Simone's devoted 
friend, writes in a letter that he knew of two talented painters: Giotto who 
enjoyed great fame among the “moderns,” and Simone the Sienese. In two 
of his sonnets he praises Simone for the portrait he had painted of his 
(Petrarch’s) lady-love Laura: 


Polyelitus together with the other famous sculptors by gazing a thousand 
years would never in the smallest degree have caught the beauty of her who 
has conquered my heart. But certainly my Simone must have been in Para- 
dise, of which this lady forms a part; there he saw her and portrayed her 
on paper to give evidence here below of her beautiful face. The work was 
such as one could imagine in heaven, but not among us mortals where the 
body is a veil to the soul, 


And in à manuscript of Vergil, now in the Ambrosian Library in Milan, for- 
merly owned by Petrarch, there is the following couplet on one of the fly- 
leaves: 





antua gave birth to Vergil who composed these vers 
Sie 





brought forth Simone who painted the illustrations for these verses. 





The earliest important work by Simone for us to consider is the large 
fresco in the Palazzo Pubblico, the Town Hall of Siena [7.1]. It was painted 
in 1315 and represents the Virgin enthroned under a huge awning and sur- 
rounded by angels and saints. Occupying all the end wall, it gives the ef- 
fect of a huge tapestry-which it apparently was meant to do, The Madonna, 
as in Duccio' great altarpiece, is thought of as liege queen, but Simone has 
brought the representation more up to date. The throne is completely Goth- 
icized with gables and tracery. The Madonna and the saints wear brocades 
and ermine-lined mantles, a fashion of the period imported from France. 
‘The tented canopy supported on four poles is like the royal pavilion at a 
field of the Cloth of Gold. Kneeling angels offer bowls of flowers to the 
Madonna.” Siena, as a city, had dedicated itself to the Virgin, and she had 
effectively intervened at the battle of Montaperti. Now in the fresco, as truly 
liege queen, she addresses her subjects with the following words inscribed 
at the bottom of the painting: 





‘The angelic flowers, roses and lilies, with which the heavenly fields are 
adorned do not delight me more than the righteous council. But at times 1 
observe some who for their own ends treat me and my territory with con- 
tempt. And the worse their words the more they are praised by those whor 
this rhyme condemns. My beloved, keep well in mind that your devout 
prayers will be answered according to your desires. But when the powerful 
attack the weak, oppressing them with shame and insult, your prayers will 
be of no avail to them nor to those who betray my territory. 





“cloth of gold” Madonna was painted in 1917 in the Town Hall at 
by Simone's brother-in-law, Lippo Memmi. Lippo was a fairly prolific 
lonnas close in style to those of Simone. 


SA very 











7. Simone Manrıxt: Madonna Enthroned (1315). Fresco, Palazzo Pubblico, Siena 
(Istituto del Restauro, Rome) 








Simone's style is quite 





keeping with all this chivalric concept. Al 
though there are still reflections of Duccio's types, Simone's tendency is to 
gloss them over with a surface of prettine 
peal to the susceptibilities of the spectator. The Madonna and the saints are 
all aristocrats and the Christ child a blond, curly-headed appealing prince- 
ling. How sudden this change is from Duccio's still-latent Byzantinisms to 
Simone's Frenchified style becomes apparent when we consider that this 
fresco was painted only three years after Di 
piece for the cathedral 

A word about the fourteenth. 





and naturalism and so to a 




















cio had completed his altar- 





ury French Gothic style will help in 
lerstanding Simone's painting. For one thing, th 
this century emphasized the decorative 





h Gothic style of 





elements in preference to the plastic 
ones. In sculpture as well as in painting, drapery areas became flatter; the 
hems or folds were organized into curvil 
an 





ir rhythms; and figures assumed 
shaped pose. In the second place, the content expressed by figures or 
in scenes took on a secular, worldly quality. Manneri 











sophistications 
of court life were reflected even in religious figures and scenes and pro- 
duced an effect as elegant and charmi 
ficial. The statue of the Madonr 





i£ as the content was vapid and super- 
the right transept of Notre Dame in 








7.2 (above). Fuescu Gormo 
Seunrrune: Madonna and Child 
(14th cen.). Marble, Interior of 
North Transept, Notre Dame, 
Paris (Alinari) 


7:3 (right). Sımoxs: Mantısı 
St. Louis of Toulouse Enthroned 
(1317 

51%”. Capodimonte Museum, 
Naples (Anderson) 





Panel painting, 78%" x 





rows, decorative though she be 
akes on the air of a bored court lady, She has little interest in the Child 
Him-a striking contrast in pose and 


Paris [7.2], with arched and plucked eyeb 





on her arm as she draws away fr 
content to the thirteenth-century Virgi 
of the same cathedral or to the Vier 

This was the French style with which Simone came 
in 1317, he was called to the court of Robert of Anjou at Naples, a city that 
umerons Gothic churches. In 1317 Simone painted for his ducal 
patron the altarpiece representing Roberts brother St. Louis of Tou. 
7.3], who had just been canonized. Robert himself is shown kneeling 
at the foot of his brother's throne. The head of the saint has the long oblong 
shape so ch tic of Simone's heads, The eyes are almond-shaped, the 
lips are pursed, and the expression is one of aristocratic aloofness, The miter 
and garments are elaborately decorated with French fleur-de-lis, and the folds 
and hem of the mantle are rich with curvilinear rhythm. In the predella pi 
Gothic architectural details abound. The altarpiece, originally 
church of San Lorenzo, is now in the Capodimonte museum at Naples. 





on the portal of the right transept 





e Dorée at Amiens [1.10] 
contact when, 
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7.4. Sistoxe Manrısı: In- 
vestiture of St. Martin 
(1322). Fresco, Chapel of 
St. Martin, Lower Church, 
San Francesco, Assisi (So- 
printendenza) 








On a commission from the same House of Anjou, Simone must have 
to decorate the chapel dedicated to the French St. 


Martin in the lower church of St. Francis. The beauty of Cothie stained 





gone to Assisi in ı 





glass is here recalled in the glowing reds and blues Simone used, while con 
temporary customs of knighthood and chivalry are reflected in the scenes 
from St. Martin's youth. Such is the case in the episode of the prayer of 
the saint the night before his investiture, and of the investiture itself [7.4]. 

In these Assisi frescoes, Simone shows himself a pioneer in the use of 











descriptive background that he had tentatively employed in the predella 
pieces at Naples, Backgrounds, heretofore, as we have seen in Giotto and 
Duccio, had been generalized rocks and trees or interiors with no indica 
tion of actual lo 
altarpiece, based as they seem to be on contemporary mystery plays, may 
have been the first to show an interest 
who developed the descriptive setting an 









le. Duccio, in his settings of the Passion scenes in the great 








a specific setting, but it was Simone 





prepared the way for his Sienese 





contemporaries, the brothers Lorenzetti. 
the Emperor Constan 


such a scene as St. Martin before 
where the central position of the young saintly 








7.5. SIMONE Manrısı: Equestrian Portrait of Guidoriccio (1328). Fresco. Palazzo 
Pubblico, Siena (Anderson) 





knight is accentuated by the traditional functional background of a diminu 
tive conical mo the conical form is repeated rhythmically to right 
left by actual tents to give a 
is to be found in the Gothie archite 
ass for St, Mart 
into the expression on the faces of the monks singing the mass. 

ordinary of Simone's frescoes is the equestrian portrait 
of the soldier of fortune Guidoriccio [7.5]. This portrait was painted in 1328 
on the walls of the Palazzo Pubblico, opposite Simone's famous Madonna 
of 1315, as a kind of commemorative monument in recognition of Guido- 
litary services to the city-state, In antiquity Ma had 
ied f in medieval days, the 





ary flavor to the scene, Another inst 
al details of ba 


his descriptivo 









‘ground in the scene 






of the requie erest is carried even 





The most ext 












us Aure 






bronze on horseback, At Veron 












portrait does not express the quality of the subjects personality, only ce 
tain characteristics of his profession, He is shown on a richly caparisoned 
harger as a portly knob-nosed knight of no particular physical charm, but 
he suggests force and authority. The entire background, in part generalized, 








in part descriptively particularized, accentuates the military nature of the 
soldier of fortune; in that sense the background is still functional. Fortified 
castles straddle the hills; pennants and pikes appear off stage on the right; 
and in the lower right-hand corner an entire encampment is shown in de- 
id entanglements wind across the middle distances. The whole 
atmosphere is military. But there is no visual or spatial unity for all these 
descriptive details, An interest in such a unity has yet to appear. This fresco 
is purely descriptive, The horse and rider, as the center of interest, are seen 
from a normal angle of vision, straight on. The castles are seen as from be- 
impment in the right foreground is seen as from a bird's- 
eye view in order to show all the details 








tail. Fences 
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7.6. Simone Manrısı: Annunciation (1333). End saints by Lippo Memmi 
Panel painting, 4214" x 43%". Uffizi, Florence (Alinari 





Simone's best-known picture is the Annun 





the Uffizi in Flor- 
ence [7.6]. A masterpiece of color, pattern, and design, reminiscent of a fine 
Japanese print, it ravishes the eye of the susceptible spectator. It is a triptych 
in form but rigid in construction. The single figures of St. Ansano and St 
Mary Magdalen in the side panels of the triptych-done probably by Simone's 
brother-in-law Lippo Memmi 














plastically rendered like statues from a 
Gothic portal. They create a sharp contrast with the patternistic and two 
dimensional figures of the scene set between them. In spite of the decorative 
and colorful beauty of the ensemble, the significance of the subject 
the Annunciation here falls far below that in Giotto's Annunciation at Padua 
[65]. It is rendered in the spirit of contemporary French court manners 
The Angel Gabriel, clothed in a white robe gleaming with gold and pink 
brocade, kneels in reverence like some court herald before the Virgin queen. 
A vase of lilies is set between them. The Virgin, clad in a blue robe painted 
in flat curvilinear silhouettes, recoils in bored annoyance at the interruption 
of her reading. The superficial courtly content of the scene, however, is over- 











atter of 














shadowed by the emotional impact of the color, pattern, and vitality of the 
design. It is dated 1333, and shows how impervious Simone was to the style 
of Gi 





7.7. SIMONE Marrıxt: Re- 
turn of the Holy Family from 
the Temple (1342). Panel 
painting, 19° x 14”. Walker 
Art Museum, 
(Walker Art N 











even more submissive adherence to the patternistic and trivially 
emotional art of contemporary France. The decorative diptych of the An- 
ollection, is one example. Another 
is a panel, part of an altarpiece, now in the Walker Art Museum in Liver- 
pool [7.7]. It represents the return home of the twelve-year-old Christ after 
His meeting with the elders of the Synagogue. According to the New Testa- 
ment narrative, the young Christ had disappeared from home. When His 
parents later found Him discussing theological problems with the elders, 
they chided Him for the worry He had caused them. In this panel, although 
He stands with arms crossed in an attitude of respect before His parents, 
He frowns petulantly while they seem to be expostulating helplessly with 
their truculent offspring. The religious story is interpreted absolutely in sec- 
ular terms. 

Little remains of Simone's activities at Avignon. The badly faded fresco 
of the Madonna and Child and angels in the lunette of the main portal of 
Notre Dame des Doms scems to be by his hand. In the palace of the popes 
some follower frescoed the vaults of the chapel, and in a private apartment 
a series of secular wall decorations, imitating tapestries, with scenes of fish- 
ing, hunting, and other leisure pursuits of the contemporary nobility, are of 
particular interest. 
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Pietro Lorenzetti 


The rise of secularism, the keynote of the fourteenth century, found its fullest. 
expression in Sienese painting in the works of the Lorenzetti brothers * and 
their followers. The work of Pietro, the elder of the two, had none of the 
graces of Simone's style. Although also a pupil of Duccio, Pietro emancipated 
himself rapidly from the Byzantinizing elements left in his master's style and 
developed the more plastic ones that had been based on the sculpture of 
Giovanni Pisano. 

Although notices of his activities are to be found as early as 1305-1306, 
Pietro earliest documented work is the large altarpiece done in 1320 for 
the high altar of Santa Maria della Pieve at Arezzo. It is a curious mixture 
in style of Duccian reminiscences, particularly in the angels, and of the sculp- 
tural traditions of form derived from Giovanni Pisano. But it is overlaid with 
the decorative detail so dear to the heart of Sienese and painted in brilliant 
colors. The Madonna and Child in the central panel [7.8] are as close in 
pose and execution to Giovanni Pisano as one could wish in such details as 
the drapery drawn tightly over the shoulders of the Virgin or over the torso, 
arms, and thighs of the Christ child, Characteristic of both the Lorenzetti 
is the very human and playful Christ child present in almost all their Ma- 
donna compositions. He insistently demands attention from His mother. 

A large altarpiece with a more hieratie Madonna surrounded b 
and angels was contracted for in 1329 with the monks of Santa Maria del 
Carmine at Siena, The interesting document still exists enumerating in de- 
tail the requirements for the altarpiece. The work itself has been dismem- 
ered and much of it lost, but the central panel with the Madonna and 
Child, the angels, and the patron saints of the Carmelite Order is now in 
the Pinacoteca at Siena, having previously been in the chapel of Sant” Ansano 
a Dofana outside Siena, The predella below the Madonna, repainted at a 
much later time, has recently been cleaned to reveal a beautifully rendered 
scene from the legend of the Carmelites. Four other predella panels are also. 
in the same museum. 

In the 1339s, Pietro was called to the basilica of St. Francis at Assisi 
to supervise the decoration of the vaults and walls of the left transept of 
the lower church. It would seem that every painter of mote from Florence 
and Siena during this period of the revival of painting was to leave a record 
of his style at Assis 

The subjects represented in this cycle were those of Christ's Passion, 
from the Entry into Jerusalem through the Crucifixion, and the later scenes 
of the Deposition [7.9], the Resurrection, and the Descent into Hell. Al- 
though most of the actual painting of these scenes was left to expert as- 
sistants from his workshop, Pietro’s own hand is visible in portions of the 
Crucifixion and in the three later scenes. These last three in particular have 














* Dates for the brothers are mot ascertainable, but presumably both were victims 
of the Black Death in 1348. 
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7:10. Purrno Lonenzetti: Madonna and Child with St. Francis and St. John the 
Evangelist (c. 1330). Fresco. Left Transept, Lower Church, San Francesco, Assisi 
(Casa Ed. Francescana) 








a greater monumentality and simplicity than appears in the earlier ones and 
show a definite influence of Giotto's style to which Pietro responded. 
fresco of the Madonna and Child with SS. Francis and John the 
Evangelist [7.10], set beneath the large scene of the Crucifixion, is not 
worthy for the very human interpretation of a traditionally more formal 
presentation. The Madonna is doing her best to draw the Christ child's at- 
n to the figure of St. Francis as the patron saint of the church with 
niniscent of modern hitchhikers. She looks repro 
ingl at the playful Child gazing pertly 
in blessing toward the saint who otherwise receives no attention fr 
It is one of the most appealing of Madonna and Child compositions 
fourteenth century 

In the scenes leading up to and including the Crucifixion, the Si 
love of descriptive detail is developed to a high degree. In contrast to Giotto 
who emphasized only the essential action and content of each scene, Pietro 
picked out all the details of setting. For instance, in the Last Supper [7.11], 
the rafters of the ceiling, the dishes and food on the table are all put down 
with great care. As in Simone’s portrait of Guidoriccio, we can see things 
from above and below at the same time with the strange perspective of one 
suspended from the middle of the columns of the room, or as though a 
hinged box were opened and we saw the contents of both lid and bottom. 
An additional bit of genre is added in the anteroom or kitchen at the left 
where a servant scrapes the dishes and feeds the cat and dog with the left- 
overs. Since the event of the Last Supper took place at night, stars and a 
crescent moon are set in the sky above the building shown in a vertical 
cross-section like a dolls house. 















nto her face while raising His ha 


n Him. 
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7.11. Pırrno Lonexzerti snor: Last Supper (c. 1330). Fresco. Left Tran- 
sept, Lower Church, ncesco, Assisi (Anderson) 





Giotto's influence on Pietro is also reflected in the remnants of a Cru- 
cifixion fresco now in one of the side chapels to the left of the sanctuary in 
San Francesco at Siena. Where Pietro chiefly differed from Giotto was in 
ded details of feature and emotion in the Christ, in the figures below 
in the angels fluttering about Christ's head, 

Love of descriptive detail is the hallmark of fourteenth-century Sienese 
painting, no matter how closely some Lorenzettian figures might approxi- 
mate Giotto style. Pietros expressive Crucifision panel in San Marco a 
Cortona, although full of Giottesque feeling, is differentiated, for example, 
from Giotto's Crucifixion at Padua [8] by such descriptive details as the 
fine strands of the hair, the half-open dead eyes, and the teeth showing be- 
hind the parted lips of the Saviour. 

The epitome of Pietro's style is seen in his last important painting, the 
altarpiece of the Birth of the Virgin in the museum of the Opera del Duom 
at Siena, bearing the date of 1342 [7.12]. It is, first of all, striking and 
nificant that he chose as the central theme of an altarpiece not the trad 
tional Madonna and Child or the figure of some other saint enthroned but 
narrative scene from the life of the Virgin, such as would normally be 
found in the predella, and raised it to monumental importance. 

















the cross 






























7.12. Pierno Lonexzerri: 
Birth of the Virgin (1342). 
Panel painting, 7310” x 
7111", Opera del Duomo, 
Siena (Anderson) 








It was in the telling of the story of the Virgin’s birth that Pietro reached. 
the height of his expressive powers, The scene is set in the vaulted room 

mporary Sienese burgher. The old St. Anne who has just given 
birth to her child, the Virgin, lies hunched up on the bed. The lines of her 
face and the stretch of the garment against her tired loins and fect are 
marvelously expressive of the weariness of the aged sa 
ordeal. The midwives are busily washing the 





of a co 











t after her trying 
wborn child 
beside the bed, while a group of congratulatory friends appro: 
for the mother, according to Italian ci 
added by the scene em 
Joachim sits on a bench, the 
him company during the moments of his anxiety. He cocks his head to h 
the good news brought by the young messenger standing respectfully with 
folded arms. All the details of the interior are faithfully given: the ribs and 
the starry decorations of the vaults, the hangings around the bed, the details 
of the bedspread, the flaglike fan of the foremost of the female fri 
St. Anne, and the tiles of the floor. 

Another rema 
to create an illusio 
divided into its th 





a huge ba 
h with gifts 
an touch is 
g antechamber at the left. St, 



















s of 





able innovation is apparent in the handling of the space 

The altarpiece was designed to look like a triptych, 
© sections by means of pointed arches supported on 
colonnettes, But these arches and colonnettes were made to become part of 
the architecture of the painted space behind them, the arches being the 
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front faces of the vaults and the colonnettes serving as the supports of the 
vaults, One of the figures is cut in half by the right colonnette as though she 
were behind it, Thus Pietro boldly attempted to break the Hat plane of the 
panel to allow us to pass from the actual space outside the picture into the 
painted space created by his illusionistic architecture—as though we were 
looking into a small marionette theater. His brother Ambrogio went even 
further, as we shall see. 








Ambrogio Lorenzetti 


Although to the eyes of a casual spectator the styles of the two Lorenzetti 
brothers are not easily differentiated, Ambrogio's figures would seem to lack 
a certain ruggedness found in Pietro. His Madonnas have a softer, prettier 
look, and the Christ child becomes an even more mischievous bambino than 
the one created by Pietro. The most intimate of all the Sienese Madonnas 
is Ambrogio's Madonna del Latte in the small chapel off the cloister of San 
Francesco in Siena [7.13]. Painted in bust length, the Madonna gazes with 
affection at the Child at her breast, Who while taking His sustenance turns 
His round eyes toward the spectator and kicks His feet with delight, 
Even when Ambrogio painted a large altarpiece with many saints and 
angels surrounding the Virgin's throne, as in the magnificent Maestà from 
Massa Marittima [7.14], the intimacy of mother and child persists in spite 
of the more formal, courtly intention of the whole, Here is a decorative as- 
semblage of gold, silver, and color equal to anything Simone ever did and 
surpassing him in the seriousness of its content, Seated on the steps of the 
throne are three female figures representing the theological virtues of Faith, 
Hope, and. Charity.* . 
Ambrogio's most significant accomplishment was the series of frescoes in 
the Sala della Pace, the Hall of Peace, opening off the great hall in Siena's 
Palazzo Pubblico where the two great frescoes by Simone [7.1] are to be 
found. The work, commissioned in 1339, was destined to become an impor- 
tant milestone in the development of fresco painting in the latter half of the 
fourteenth century. The subject matter, an allegory of Good and Bad Gov- 
was particularly fitting for a town hall, and the manner in which 
fused allegory and naturalism was remarkable for the time, In- 
terest in allegory reaches far back into the medieval period when Virtues 
and Vices, Art and Crafts had been personified as female figures in both 
writings and the arts, In French cathedral sculpture, actuality was added 
to allegory by placing a historical personage representing a specific art be- 
neath the personified figure of that art or by representing an actual act of 
vice as a contrast below a personified virtue, We have already seen how 
Giotto had used such virtues and vices in connection with an abbreviated 

















*The earliest known example of personified Virtues seated before the Madonna's 
throne is on a small panel in New York (dealer) and comes from Giotto's workshop, at- 
tributed to the master who painted the Stefaneschi altarpiece in the Vatican Gallery. 





7.13 (left). Antmnocıo Lonexzerri: Ma- 


te (c. 1340). P t- 
hapel off Cloister, 









(below). Axmnocio Loneszerti 
med Madonna with Saints and 

inel. painting, 594 
Massa. Marittima 






SIENESE PAINTING AFTER DUCCIO - 157 








7.15, Aminocio Lonexzrrri: Good Government Enthroned (1339). Fresco. Palazzo 
Pubblico, Siena (Anderson) 





allegory of Good and Bad Government in the Arena chapel at Padua, a use 
particularly fitting for Italy with its city-states and th 
ment 
Ambrogio, with the Sienese love for detail, weaves allegory and reality 
pro both decorativo and didactic. Everyone in the Tuscany of 
that period had experienced the evil effects of internecine party strife, the 
recurrent changes in city government by means of violence, the brief pe- 
riods of pi d the longer periods of tyranny. What Ambrogio painted 
not a fight of Fantasy; it was based on experience. The alle 
] is presented in terms of the large-scale figure of a bearded ruler 
fed on a throne and bearing a scepter, Flanking him as coun- 
selors are seated the four cardinal Virtues of Fortitude, T 
dence, and Justice, and two other Virtues, Peace and Magna 
his head float the theological Virtues of Faith, Charity, and Hope. The figure 
of Peace is made prominent by placing her half-reclining at the left end of 
ars a diaphanous white robe, supports her blond 
id with her right hand, and holds an olive branch in her 
left. Some Classic prototype might easily have inspired 
this figure, In the lower register, allegory turns into actuality as the citizens 
of Siena approach in slow procession to pay their respects and to pledge 
their loyalty to Good Government 
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perance, Pru- 
bove. 











the counselor's bench. She 





olive-crowned hi 








mbrogio to paint 











1d his advisers. Justice, inspired by Wis- 
dom, is repeated to the left of Peace and metes out her virtue to other pairs 
of citizens and is assisted by Concord counseling them to live in harmony. 

The more remarkable section of Ambrogio's fresco series is on the 
joining wall at the right where the effects of Good Government are 
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dence. We are shown a part of the city of Siena itself set on the side of a 
hill, bustling with peaceful activities [7.16]. Peasants come in from the coun- 
try and pass through the city gate with their produce on the backs of small 
donkeys characteristic of the Tuscan countryside, Citizens go about their 
business, and young girls dance and play in the square. A woman walks 
along carrying a basket on the top of her head, a familiar sight almost any- 
where in Italy to this day. So truly had Ambrogio represented the scene 
that we can identify the section of the city. The fresco continues to the 
right with the portrayal of the effects of Good Government in the country 
[7.17]. A group of horsemen passes through one of the city gates, Before 
them spreads the peaceful hilly countryside of Siena, not symbolically rep- 
resented but actually as it is, On the hillside are woods, welltilled fields, 
lakes, and villas, In the distance are the barren hilltops of the arid lands 
such as surround Monte Oliveto. This is the first landscape painting since 
Roman times in which the main interest lies in the landscape itself, Only 
in the sketches of Leonardo or in the works of late-sixteenth-century and 
baroque painters shall we see this again, for during the Renaissance the 
human figure predominated as the subject for a picture. 

Ambrogio's interest in the landscape was not an interest in space, as we 
are accustomed to think of landscape and see it done, It was a descriptivo 
interest, In contrast to the earlier symbolic and functional landscapes that 
gave no indication of the place where the scene was set, Ambrogio wished 
to paint the countryside about Siena so that everyone could recognize it as 
such, To accomplish this he described all the topographical details distin- 
guishing that countryside. And in order to make these details visible he had 
to show them, as in any topographical map or photograph, as though seen 
from above in a panorama, This panoramic, descriptive type of landscape 
is to be found for a long time in later Italian paintings even after the per- 
spective type had come in, 

The allegory continues along the opposite walls with the representation 
of Bad Government and its effects. These frescoes are considerably damaged 
so that many details are missing. But we can still see Bad Government, per- 
sonified as a tyrant with fangs and horns, enthroned in the midst of his 
vicious counselors: Pride, Avarice, Vanity, Deceit, Treason, Cruelty, Fury, 
Discord, and War. In turn, the citizens present themselves in disorder be- 
fore Bad Government to partake of the vices of Tyranny, and the city and 
country are shown once again, but this time suffering from the disastrous 
effects of anarchy, crime, and war. 

In decorative medallions set in the borders around the Sala della Pace 
are representations of the Seasons, of the Sciences, of the Signs of the Zodiac, 
and of the Tyrants, These, too, show the strong effect of Gothic iconography 
and usage, 

In the same year in which Pietro painted his famous altarpiece of the 
Nativity of the Virgin-1342-Ambrogio painted a similar one with the Pres- 
entation of the Christ child in the Temple for its subject [7.18], now in the 
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ed composition. But Ambrogio noticed, in 
describing the interior space of the church, that the columns of the nav 
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igles to the field of vision seemed to grow smaller and to 
that is, as early as the middle of the fourteenth cen- 
tury the problem of perspective was posed by Ambrogio. He did not solve 














it scientifically as the architect Brunelleschi was to do early in the fifteenth 
century, for in Ambrogío's picture there are a series of vanishing points ly. 
ing along a vertical line in the center of the picture. But he was well along 
the way to discovering perspective as the result of his desire to describe in 
paint what he saw. He also broached the problem of scale—that is, the rela 


tion of the figure to its architectural setting. There was more room for the 





figures to move around the space provided for them in this picture than in 
any other heretofore. But Amb 





o spoiled the effect somewhat and com- 
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pressed the space psychologically by showing the outside of the church as 
well as the inside in his endeavor to describe the setting completely, just as 
his brother had done in the Last Supper [7.11] at Assis. 

In 1344 Ambrogio painted an Annunciation [7.19] now in the Pinacoteca 
in Siena that, together with those of Giotto and Simone, ranks as one of the 
most important representations of that subject in the fourteenth century. It 
has none of the glamor or the empty content of Simone's Annunciation [7.6] 
but approaches more closely the one by Giotto [65]. But whereas Giotto 
stresses the universal significance of the angel's message and the conscious- 
ness of the Virgin that she is to become the Mother of God, Ambrogio, in 
Sienese fashion, elaborates a specific moment. The angel has come into the 
room and with folded wings rests after the delivery of his message. The 
Virgin, holding the open book in her lap, no longer pays attention to the 
angel but raises her eager, obedient eyes toward the bust figure of the Al- 
mighty in heaven. With parted lips she utters the unforgettable words, in- 
scribed on the panel: “Ecce ancilla dei”-"Behold the handmaiden of the 
Lord.” 





Despite Giotto's great accomplishments, the Sienese painters of the fourteenth 
century made numerous important contributions to the development of their 
art. They introduced via Simone Martini the contemporary French Gothic 
style; they popularized the intimate type of Madonna with the playful Christ 
child; they added to narrative religious scenes descriptive details of human 
forms and emotions, of environment, of contemporary settings and costumes, 
all the results of observation. They even used landscapes and secular pur- 
suits, such as hunting and fishing, as subjects for their paintings. In fine, by 
the middle of the fourteenth century they had prepared the way for the 
more scientifically realistic painters of the fifteenth century. 
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* Note again in this picture Ambrogio's interest in Classical sculpture as seen in the 
small figures along the tops of colonnettes and arches, some of them supporting leafy 
swags 
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D- the remainder of the fourteenth century, Florence produced 
no painter of the monumental stature of Giotto and Siena had no successors 
to match in importance the significant achievements of Simone and the 
Lorenzetti.” Almost half a century was needed to assimilate what had been 
offered in the works of these four great painters. Instead, as we shall see, 
the increasing interest in contemporary secular surroundings, brought to ex- 
pression by Sienese masters, became popular and was carried over into the 
art of Florence, while even among his followers Giotto's simplicity and rug- 
gedness gave way to a descriptive multiplicity or a decorative elegance stem- 
ming from Siena. 








The Followers of Giotto 


That Giotto had an active workshop with accomplished assistants goes with- 
out saying. There are at least three pieces at hand bearing Ciotto's signa- 
ture Opus Jocti Florentini that seem to be the work of such top assistants. 
One is the brilliant altarpiece of the Coronation of the Virgin in the Baron- 
celli chapel of Santa Croce in Florence; the second is St. Francis receiving 
the Stigmata in the Louvre in Paris; and the third is a polyptych of the 
Madonna with saints in the Museo Civico at Bologna. 


* Such painters as Andrea Vanni, Luca di Tommé, and the anonymous Ovile Master, 
delightful as their works are, plodded along after Simone and the Lorenzetti without signifi: 
‘cant innovations of their own. 

$ As was the case with Rubens in the seventeenth century, the master made the de- 
sign, let the assistants do most of the work, put on finishing touches, and then signed it 
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Ghiberti, the early fifteenth-century sculptor, in his Commentaries, men- 
tions the names of Maso, Stefano, and Taddeo [Gaddi] as among Giotto's 
followers, Ghiberti also listed the frescoes in the Sylvester chapel in Santa 
Croce, Florence, as works by Maso. Richard Offner* has offered evidence 
to identify this Maso with a Maso dí Banco known in documents from 1320 
to 1352. The Sylvester chapel frescoes themselves are a most significant step 
in fourteenth-century Florentine painting in the development of spatial re- 
lationships between figures and architecture, a development in which the 
Sienese painters, especially Ambrogio Lorenzetti, had excelled. In one of the 
most remarkable frescoes in the Sylvester series, in which the saint has sub- 
dued a dragon that had been spreading death and havoc and then turns to 
revive two magicians killed by the dragon [8.1], this influence from Siena 
is apparent. The effect in the architectural setting of a bombed-out area 
is astounding in itself, but the stepping back in space achieved by the over- 
lapping architectural elements and the relation of the figures to this space 
go considerably beyond Giotto's own organization of figure and architecture 
as seen ín his later style (see [6.17], for example). 

Another close follower of Giotto is the painter known generally as Giot- 
tino, or the little Giotto. The style and feeling in the Deposition, now in the 
Uffizi, have all the delicacy and sensitivity of Giotto figures in the Bardi 
chapel in Santa Croce. Whether Giottino can be the Stefano mentioned by 
Ghiberti is an open question 

Giotto's name has often been associated with many of the frescoes in 
the lower church of San Francesco at Assisi, Among these are the frescoes 
of the cross vaults over the crossing and those over the vault over the right 
transept. They are all by the same hand and by a follower but not by Giotto, 
‘The painter is known as the Master of the Right Transept or as the Maestro 
delle Vele (Master of the Vault Sections), Sparkling with bright colors and 
the gold of haloes, the cross-vault frescoes over the crossing contain allegor- 
ical paintings pertaining to St. Francis: the Marriage of St, Francis with 
Poverty; St. Francis assuming the Yoke of Obedience; Chastity in her Tower; 
and the Glorification of St. Francis. In the tunnel vault over the right tran- 
sept are scenes from the early life of Christ plus a Crucifixion, 

The style of this master is close enough to that of Giotto to have been 
confused with it in the past, but any close comparison brings out rather 
sharply the difference between the two, In Giotto fresco in Padua of the 
Nativity of Christ [82] the scene is simply yet monumentally composed and 
presented. The heavy form of the Virgin, still exhausted from her labor, lies 
beneath a flimsy shed built against a rocky cliff. She turns to receive the 
Newborn from the hands of a midwife, The ox and the ass raise their heads 
in curiosity from the manger, while the isolated cubic figure of Joseph over- 
come with fatigue squats in the foreground. At the right, two shepherds with 
their flocks give solemn attention to the message of the angel from heaven 














* Sec his article in Burlington Magazine, LIV (1929) cited in Bibliography, p. 176. 
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ed companions hovering above the shed 
ted by the Master of the Right ept in 
[83] the scale of the figures has been reduced 
and many of the details have been elaborated. As a result, while the addi- 
tion of groups of angels with gold haloes, of the sh 
rays falling from heaven upon the Christ child may gi dec 
orative effect, the nt is lost. This crowding in of descriptive 
details and the emphasis on decorative effects per se are indicative of the 
infiltration of Sienese influences and taste. Indeed, as we saw in the preced. 
ing chapter, Simone Martini had been at work in the St. Martin chapel a 
Pietro Lorenzetti and assist decorating the left transept of the same 
lower church at Assisi. 
Other frescoes in the lower church that have been associated with Giotto 
are those in the Magdalen chapel depicting episodes from the life of Mary 
Although there are reminiscences of Giotto's Paduan iconography 
in the scene of Christ meeting Ma den on Easter morning, 
and of his style in the large-scale figure of the saint, the style in general of 
these frescoes has lost Giotto's forcefulness a 
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d must belong to some n 
ber of his workshop. The frescoes in the St. Nicholas chapel are still a puzzle 
They seem earlier than the others we have mentioned. Their strange deco- 
rated architectural backgrounds recall architectural elements present in the 
St. Francis series in the upper church. 
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8.4. Tanneo Gavot: Pres- 
entation of the Virgin 
(1338). Fresco. Baron- 
celli chapel, Santa Croce, 
Florence (Alinari) 








Giotto's pupil and godson Taddeo Gaddi (c. 1300-c. 1366) was a rather 
prolific painter of altarpieces. His major achievements, however, are to be 
found in the frescoes of the Baroncelli chapel off the right transept of Santa 
Croce in Florence. In these he shows himself somewhat at odds with the 











style and content of his great master's frescoes directly across the transept 
in the Bardi 
entation of th 
volt against G 


I 
together; archit 


zi chapels. In the extraordinary fresco of the Pres- 
the Temple [8.4], Taddeo vividly proclaims his re 
w and order” as applied to the scale of figu 
ds, and to space. Large and small figures are jumbled 
n and out at angles to the front pl 
nd are connected with the foreground 
by a zig-zagging staircase resembling an accordion. In the scene of the Meet- 
of Joachim and Anna [8.5] as compared with Giotto's rendering of the 
ne scene in the Arena chapel [6.9], Taddeo's elongation of the forms 
anticipates the style of the sixteenth-century Mannerists who revolted against 
the Classic form and order of the High Renaissance style (Chapter 30). 
This elongation of the figures and the curving lines of the architectural back- 
ground create a sense of instability, emotional as well as physical. The fig- 
ures tend to become bumptious, their expressions affected, and, in the case 
of the attendant shepherd to the left looking out of the picture, disturbed. 
These too are characteristics associated with the later Mannerists. In th 
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scene of the angel announcing the news of Christ's birth to the shepherds, 

Taddeo's use of a phosphorescent light surrounding the angel in the dark- 
s anticipates by almost a hundred years the experiment of Piero della 
cesca (pp. 223-224).* 

The most popular Giottesque 

















inter in Florence before the middle of 
the fourteenth century seems to have been Bernardo Daddi. With the help 
of his assistants he turned out a large number of small altarpieces for which 
pparently there was a great demand, Almost every museum or private col- 
lection seems to contain some example of these mass-produced triptychs 
[8.6]. They are extremely decorative things, but they repeat the s 
jects over and over with very slight variation. In general the 
contains the Madonna and Child enthroned between angels and saints, the 
latter most frequently being SS. Peter and Paul and the two Johns. One wing 
of the triptych usually has the Nativity and the other the Crucifixion. In ad- 
dition we may find the Angel Gabriel on the top of the left wing and the 
Virgin Annunciate on the top of the right one. Like the Master of the Right 
Transept, Bernardo Daddi seems to have been influenced by the decorative 
softer qualities of the Sienese masters, especially of Ambrogio Lorenzetti. 
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* ln his late frescoes of the episodes from the life of Job in the Campo 
Taddeo again uses as a background for one of the scenes a conglomeration of towers, dor 
and other structures to indicate a distant city, such as he had used in the Joachim and Anna 
scene in the Baroncelli chapel in Santa Croce [8.5]. This idea could have been derived from 
Ambrogio Lorenizett’s Goad Government frescoes in Siena together with a knowledge of 
Franco-Flemish miniatures. In another of the Job scenes, the landscape background certainly 
suggests Ambrogio. 
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Barna of Siena and the Black Death Pessimism 
In 1348 the Black Death spread over Europe. It 
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out,* a throwback to twelfth-century dogmatism c 
ple, in Orcagna's Strozzi chapel altarpiece in Maria Novella ín Flor- 
ence [8.7]. Here Christ is given the central position usually occupied in 
altarpieces by the Madonna and Child and recalls the Christ as judge in a 
Last Judgment mosaic flanked as here too by the Virgin and St. John the 
Baptist. 
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An outstanding personality who also reflects the pessimism of the post- 
Black Death period is Barna of Siena. In his famous frescoes (c. 1356) in 
the Collegiata at San Gimignano, a grim intensity emerges from the scenes, 
especially those concerned with Christ's Passion. One of the most striking 
is the Christ carrying the Cross [S5]. The diagonal accents of the design 
and the repeated rhythms of the metal helmets of the soldiers bring to mind 
modem abstract compositions. His descriptive details are wonderfully ex- 
pressive in such figures as the Christ or the sleeping apostles in the Geth- 
semane scene or the boys casting lots for Christ's garments at the foot of 
the cross in the Crucifixion. Tragically this last-mentioned group was par- 
tially destroyed during World War I when shells crashed into the church 
during the German bombardment of the town. The damage to this and to 
other frescoes resulting from the shelling has since been repaired. Bartolo 
di Fredi probably assisted Barna in the decoration of the nave of the church. 
By Fredi’s hand is the large Paradise on the entrance wall and also the fres- 
coes on the north side of the nave.* 


Campo Santo f and the Narrative Style 


The most striking illustration of the emotional opposites of asceticism and 
materialism evoked by the Black Death is to be found in two frescoes flank- 
ing the Last Judgment and the Inferno on the south wall of the Campo Santo 


* See the publication on Bama and Bartolo di Fredi by S. L. Faison cited in the 
Bibliography for this chapter. 

T The cloister of the Campo Santo at Pisa, begun in 1277. was not completed until about 
21950. The project to decorate the walls with frescoes was undertaken after 1360, A group of 
painters from Pisa, Florence, Siena, and Orvieto was active there until 1391, After an inter- 
ruption, the project was continued by Benozzo Gozzoli, the pupil of Fra Angelico, in the 
latter half of the fifteenth century (p. 257). There were Bfty-eight frescoes in all, OF the 
four on the short eastern entrance wall-the Crucifixion, the Resurrection, the Doubting 
Thomas, and the Ascension-the last three seem to be by the same master, presumably 
Francesco Train of Pisa, who painted the four huge frescoes at the left end of the south 
wall: the Triumph of Death, the Last Judgment, the Inferno, and the Life of the Anchorite 
Hermits. Over the doorway between this group and the remaining eighteen frescoes on this 
wall was an Assumption of the Virgin by Lippo Memmi. Twelve of the eighteen frescoes 
Contained stories from the lives of the local saints Raniero, Efisus, and Potitus. These were 
the work of the Florentine painters Andrea da Firenze, Antonio Veneziano, and Spinello 
Aretino. Taddeo Gaddi painted the remaining six on this wall with episodes from the life of 
Job. On the north wall, with the exception of the fresco of the Coronation of the Virgin over 
the easterumost doorway, the scenes represented were from the OM Testament. The first four 
at the left, a huge theological cosmography, Adam and Eve, Cain and Abel, and the Flood, 
are the work of painter fram Orvieto, Piero di Puccio. The remaining twenty-six frescoes, 
ranging in subject from the Drunkenness of Noah to the Meeting of Solomon and the Queen 
of Sheba, are the work of Benozzo Gozzoli. 

Badly scorched and damaged during the battle along the Amo in 1944, when the roof. 
of the Campo Santo burned and collapsed, many of these frescoes have been removed from 
the walls, reassembled, restored, and set up again in the cloisters of the Campo Santo, where 
they can be compared with the preparatory drawings, the sinopia, now visible on the walls 
where the frescoes once were. 
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Triumph of Death (c. 1350). 





the Triumph of Death [8:9] to the left of the Last Judgm 
Life of the Anchorite Hermits to the right of the Inferno. At the left of the 
Triumph of Death fresco, three young bloods of the fourteenth century with 
falcons on their wrists emerge from the edge of a wood accompanied by 
their squires and dogs. They come upon three coffins, each containing a 
corpse in varying stages of decomposition. The young horsemen halt in as- 
tonishment at the sight. One of them holds his nose to keep out the stench. 
At the head end of the coffins and at the bottom of a rock-stepped slope a 
hermit holds an unfolded scroll with words of warning about the vanity of 
life and the ubiquity of death. This he extends admonishingly toward th 
young hunters, The stony path leads from the hermit to a rocky desert land- 
seape in which small episodic scenes depict the life of the anchorite hermits 
who have chosen to spend their lives in prayer and contemplation in these 
arid areas. The wall space to the right of the Last Judgment fresco is covered 
with still other similar small scenes illustrating the li nchorite 
hermits. These scenes are in sharp contrast to th life of 
the wealthy worldlings shown at the extremo right mph of 
Death fresco. There a group of young patrician men and women is seated 
am orange grove. Some are playing musical instruments, others are fond- 
ling lapdogs. They are obviously indulging in pleasant pursuits in order to 
forget what is happening in the world around them, for, to their left the 
grim figure of Death, in the guise of a disheveled old witch, flies through 
the air swinging a huge scythe. Below her, the heap of the dead consists 
mostly of rich citizens and ecclesiasties whom she has cut down in the prime 
of life. Their souls, according to medieval belief, issue from their mouths in 
the forms of babes. Demons and angels struggle for the possession of these 
souls, To the left of the heap of the dead, m ed and blind wretches are 
huddled together beseeching Death to deliver them from their miseries, but 
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Death prefers a richer harvest, The allegory is obvious, The anchorites choice 
of a life of sacrifice is contrasted with the worldly life of vain pleasure; and 
Death has its holiday. 

‚These frescoes, as said in the note (p. 171), have been attributed to a lo- 
cal Pisan painter, Francesco Traini, trained in the Sienese tradition, He must 
have been acquainted with Boccaccio's recently written Decameron, for the 
fresco of the Triumph of Death graphically recalls Boccaccio's account of 
the group of young men and women who left the deadly atmosphere of 
Florence to go to a villa in the country where they tried to forget the horror 
of death by enjoying a lively houseparty, singing, dancing, and telling stories. 
Indeed the development of the narrative style in literature by Boccaccio is 
a neat parallel to the development of the narrative style in painting at this 
time, 

‘This new narrative-allegorical style, actually begun on a grand scale by 
Ambrogio Lorenzetti in his Palazzo Pubblico frescoes of Good and Bad Gov- 
emment, also finds expression in Florence. Traces of a Triumph of Death, 
imilar to the one at Pisa but painted by Oreagna, have been uncovered on 
the nave walls of Santa Croce in Florence. The fragment contains a group 
of the halt, the lame, and the blind. An accompanying scroll bears an in- 
seription with an appeal to Death not to pass them by. Additional traces 
of the larger fresco came to light during World War II when various monu- 
ments were removed to safety leaving exposed wall arcas, 

The finest example of narrative-allegorical painting in Florence, dating 
©. 1966-1367, is by Andrea da Firenze in the Spanish chapel off the cloister 
of Santa Maria Novella, the great Dominican church, The frescoes over the 
altar on the wall facing you as you enter the chapel represent the Cru- 
cifixion, the Road to Calvary, and the Descent into Hell. Those of sections 
of the eross vault overhead contain the scenes of the Navicella, the Resur- 
rection, the Ascension, and the Pentecost. Those of the remaining three wall 
surfaces, however, are given over to subject matter to glorify the Dominican 
Order. On the entrance wall are scenes from the life and activities of St. 
Peter Martyr, one of the first martyr saints of the Order. On the left wall 
is the great fresco glorifying St, Thomas Aquinas, the greatest of medieval 
theologians and a Dominican as well. He is represented as enthroned among 
the Doctors of the Church and the Old and New Testament figures of Moses 
and St. Paul respectively, At the foot of his throne are seated the archheretics 
Arius, Mahomet, and Averhoös. In the lower register the Liberal Arts per- 
sonified as women are placed on Gothic thrones, each with a historical rep- 
resentative of the art she personifies at her feet. 

The right wall is covered with an elaborate allegorical narrative exalt- 
ing the Dominican Order as a Saver of Souls [S10]. At the top the God- 
Christ is seated on an arc of rainbow within an almond-shaped glory in the 
midst of saints and angels in Paradise. A large-scale St. Peter stands at the. 
gate of Paradise admitting a procession of souls recommended to him by a 
Dominican saint, presumably St, Dominic himself, Further down and at the 


























8.10, Axomea pa Finesze: Domi 





ican Allegory (1366-1968). Fresco. Spanish 
chapel, Santa María Novella, Florence (Alinari) 


right are various representations of the worldly life. We recognize among 
these a group of people seated ín an orange grove similar to the group in 
the Campo Santo fresco of the Triumph of Death. The dancing girls near 
by are obviously borrowed from Ambrogio Lorenzetti's fresco of Good Gov- 
ernment at Siena. In the lowest register and at the left is the Church as the 
means of salvation, represented here in the form of a model of the cathedral 
of Florence, presumably, seen from the side. The pope is enthroned in the 

r before this side of the cathedral and is flanked by emperor, king, 
knight, bishop, and others as defenders of the Faith, Among these is also 
a knight of Malta, On a platform in front of the pope are sheep guarded 
by black and white dogs. From the early days of the Order on, the Dc 
cans have been called “the dogs of the Lord.” This ca 
Latin word for Dominicans, Dominicani becor 
the Lord, by a simple 
that the Domin 
of the faithful fro 
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wolves who obviously represent heretics, for immediately above them are 
the figures of three Domin 
Martyr and St. Thomas Aquinas, arguing with groups of heretics and non 
believers, St, Thomas has succeeded in converting two Jews who kneel on 
the ground before him, 

We have already mentioned the New ‘Testament subjects that appear 
in the frescoes of the ceiling vault and of the wall above the altar. A fe 
observations about some of them might be in order. The Navicella scene 
is obviously derived fr St. Peter's and therefore 
for the stu nstruction of the original elements in 





n saints, among whom we recognize St. Peter 
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large and populous Crucifixion on the wall above the altar shows 
how deeply Sienese traditions have penetrated Florentine painting: the lofty 
crosses, the crowd milling around beneath the crosses, the exaggerated dis- 
play of emotion reflected even in the faces of some of the horses, This de 
riptive emotion is further elaborated in the scene of Christ’s Descent into 
Hell, to the right below the Crucifixion. Christ majestically enters the nether 
regions treading over the broken gate beneath which lies the crushed figure 
of Hell personified. To the right four varicolored demons scream and spit 
at Christ in frustrated rage as the solemn and worshipful procession of pa- 
triarchs and other Old Testament personalities marches out to salvation. 
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AIL this indicates to what extent the allegorical, descriptive, and nar- 
rative tendencies observed before 1350 in Siena had been taken over by 
Florentine painters in the second half of the fourteenth century. 

‘A final example will suffice to illustrate the popularity of the narrative- 
descriptivo tendeney in Florence toward the end of the century. This is the 
fresco decoration of the apse—or sanctuary—end of Santa Croce [8.11] painted 
by Agnolo Gaddi (c. 1350-1396), Taddeo's son. He was a direct artistic de- 
scendant of Giotto, and yet how cluttered with details in both foreground 
“and background all these scenes from the story of the Holy Cross are. There 
is not much concern with composition or design, and gone is the simplicity 
of Giotto's style both as to emotion and composition. 


Summing up the accomplishments of the fourteenth century, we have wit- 
nessed the following developments. First, painting became Gothicised both 
as to style and as to feeling. Next, in the wake of the Gothic, came a new 
interest in man, at first an interest in his emotional relation to religion so 
superbly expressed by Giotto with his universal forms and with his universal 
content and more secularly interpreted by Simone and the Lorenzetti. Then 
there developed an interest in man and his environment that manifested it- 
self in the growth of secular themes with descriptive, naturalistie detail. This 
Was often wedded to allegory, medieval didacticism still persisting. But this 
Secular interest led finally in the Lorenzetti to observed realities of nature 
and produced the first attempts at landscape and at the visual experience 
of space-that is, perspective. But it took another half-century before new 
Steps were to be taken and new discoveries made in the direction of visual 
reality. And during that half-century Florence had almost completely taken 
over from Siena that descriptive art which concerned itself primarily with 
allegory and narrative. 
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E have seen how the fourteenth-century painters in Italy, finding 
the traditional Byzantine and Romanesque styles inadequate to express the 
new content, had rather suddenly abandoned them in favor of the Gothic. 
In this new content, in part owed to the Franciscan movement, the human 
emotional situations latent in religious subject matter were at fist stressed. 
Secular elements then were introduced into the religious stories, and even- 
tually an interest in secular details seemed almost to equal the interest in 
religious narrative, 

The Gothic style with its emphasis on emotional and three-dimensional 
form was the perfect vehicle to express these new interests. In the course 
of its development, the Gothic style passed through a decorative and super- 
ficial phase, reflected in Italy in the paintings of Simone Martini. At the 
same time the Gothic style became more descriptive of emotions, drapery, 
forms, and backgrounds so that, toward the end of the fourteenth century 
and at the beginning of the fifteenth, Gothic art in Europe generally was 
headed toward a form of descriptive realism best exemplified by the art 
produced in Burgundy and Germany. In Italy, Gothic art was headed that 
way too, But in Italy something was present that turned this realism in an- 
other direction and created the art and culture of the period we are ac- 
customed to call the Renaissance, 

During the medieval period, Italy had been a more fertile ground than 
other regions of western Europe for the development of individualism be- 
cause of the general economic and political conditions that had caused the 
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city-states to develop. The new interest in man and his emotions naturally 
carried with it an inquisitiveness about man's past and about his accom- 
plishments in the past. The north Europeans had no particularly significant 
past to look back upon. Italy, on the other hand, had been the home terri- 
tory of the last phase of Classic art and culture, This fact was to give to 
Italian art of the fifteenth and sixteenth centuries those characteristics that 
distinguish it from the art of northern Europe during the same period, 





The Classical Revival and Humanism 


‘The roots connecting medieval Italy with the Classic past had never been 
completely broken although at times they had become almost lifeless. The 
early Church had been none too keen for the survival of Classical literature, 
“Let us shun the lying fables of the poets,” thundered Gregory of Tours, 
“and forgo the wisdom of the sages at enmity with God, lest we encur the 
doom of endless death by sentence of our Lord.” In spite of such fulmina- 
tions the works of Classic authors were kept alive, particularly those that 
were important for the transmission of learning and culture, including the 
writings of Aratus the astronomer, of Boethius the arithmetician, of Vergil 
the poet who presumably foretold the coming of the Messiah, of Cicero, and 
of Priseian. However, suspicion and prejudice on the one hand, and the de- 
sire for greater knowledge and learning on the other, created a conflict be- 
tween the Church and those inquisitive natures whose pursuit of knowledge 
was often considered a certain proof that they had sold their souls to the 
devil. The legend of Dr. Faustus is an excellent illustration of this conflict. 
But this spirit of inquisitiveness was not restricted to scholars and philoso- 
phers. In the Dr. Faustus legend, the emperor as well as the students beg 
the great magician to show them Alexander the Great and Helen of Troy. 
Prohibition had merely stimulated the search for more knowledge about 
Classical characters. The resolution of the conflict was bound to come, and 
where more naturally than in Italy where individualism had long been 
thriving and where Classicism was very much at home? 

Dante has, on occasion, been considered the initiator of the new move- 
ment toward humanism in Italy. In reality Dante (1265-1321) summed up 
the Middle Ages. He was still primarily concerned with Hell, Purgatory, 
and Paradise, It was Petrarch (1904-1374) who made the transition to hu- 
manism. Without abandoning his Christian background, Petrarch took up 
the cause for the study of the Classics with an enthusiasm that had telling 
effect on his followers. He also revived the study of Greek in Italy, and im- 
ported Greeks from Byzantium to teach men who, like Boccaccio (1313- 
1375), had taken fre from bis enthusiasms. The interest in Classic learning 
thus engendered gained greater and greater momentum throughout the fif- 
teenth century until at its end and in the early years of the following cen- 
tury even the occupants of St, Peters throne had become such good pagans 
that a reformation within the Church was precipitated. 
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In the earlier days of this Renaissance, fired by the enthusiasm of Pe- 
trarch and Boccaccio, traveling scholars, like troubadours of learning, went 
from court to court extolling the beauties of their mistress. They often in- 
dulged in verbal polemics with one another, each jealous of the other's 
knowledge and wishing to gain the favor of princes. Gradually learning be- 
came the fashion and scholars became its missionaries. A delightful story of 
proselyting is told of the Florentine humanist Niccolò de’ Niccoli (1363- 
1437). Passing one day through the Piazza della Signoria, he noticed a group 
of young men wasting their time at doing nothing, so he approached and 
gave them a stirring talk on the advantages of Classical learning. One of 
the group, a member of the Pazzi family, was converted on the spot and 
later became a prominent humanist himself 

Anything that shed light on the Classic past was assiduously studied. 
Ruins, such as those of the Roman forum hitherto considered the abodes 
of evil spirits, were now visited and studied. Manuscripts containing the 
writings of ancient authors were collected from libraries throughout Europe 
and brought to Italy to be copied. Scholars and writers, feverishly learning 
Latin and Greek, cast aside for the time being their own Italian idiom as 
a medium for expression in their efforts to orate like Cicero and Demos- 
thenes or to write poetry like Vergil, Horace, Catullus, Ovid, and Homer, 
Even Dante was translated into Latin, and Italian verse was not revived 
until the end of the fifteenth century. 

The success of the new cult for learning was assured when it was em- 
braced by the noble families, the patricians, and the merchant-princes who 
lavished their patronage on scholars, writers, and artists, thus casting them- 
selves in the roles of patrons established in antiquity by such a man as 
Mycenas, the friend of Horace. The Medici in Florence, the Gonzagas at 
Mantua, the Estes at Ferrara, the Montefeltres at Urbino, and the Viscontis 
and Sforzas at Milan are intimately associated with the humanistic accom- 
plishments of their respective cities. 

It was owing to the patronage of Cosimo de' Medici (1389-1464) that 
Florence took the lead in reviving the study of Classical culture. Other cities 
followed suit, but throughout the fifteenth century Florence maintained the 
initiative taken by Cosimo the Elder. It was he who bought many Classical 
manuscripts and had them copied. At one time he had forty-five copyists at 
work for twenty-two months producing 220 manuscripts. Niccoló de' Niccoli 
at his death left his great collection of manuscripts in charge of a group of 
trustees of whom Cosimo de’ Medici was one, Cosimo bought the entire col- 
lection, and with 400 of these manuscripts in 1441 formed the first public 
library in Florence in the monastery of San Marco. The man who catalogued 
these manuscripts, Tommaso Parentucelli, later became the first humanist 
pope to occupy St. Peter's throne. Cosimo also founded a library for Fiesole. 
With the remaining half of de' Niccolis manuscripts he started his own pri- 
vate library that became the nucleus for the present world-famous Biblioteca 
Laurentiana in the cloister of San Lorenzo in Florence, 
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Cosimo also sponsored the foundation of the Neoplatonic Academy in 
Florence—the most famous of Renaissance literary soeieties-which met in 
the Villa Medici at Careggi outside Florence to discuss the philosophy of 
Plato. Famous among its members were the architect Alberti, the philosopher 
Pico della Mirandola, the poet Politian, and the all-around genius Michel- 
angelo, 

In addition to all these activities to further humanism in Florence, 
Cosimo was the patron of many of the creative artists, such as the archi- 
tect Brunelleschi, the sculptors Ghiberti, Donatello, and Luca della Robbia, 
and the painters Fra Angelico and Fra Filippo Lippi. This patronage of 
culture and the arts was maintained and surpassed by Cosimo's grandson 
Lorenzo the Magnificent (1449-1482) in whose town palace many a prom- 
ising young talent was provided with quarters and the opportunity to learn 
and practice his art. Among these was Michelangelo. 

After the death of Lorenzo and the succeeding political events Florence 
lost importance as the center of patronage for creative activity. The scene 
shifted to Rome where, amid the brilliant courts of popes and cardinals, the 
final phase of the Renaissance in central Italy was enacted. Venice was still 
another matter. But in Rome, where the humanist culture had become the 
necessary thing and taken for granted, there developed a sophisticated at- 
mosphere quite the opposite of what had existed when the movement for 
learning began. It was the period when Macchiavelli wrote The Prince, when 
Baldassare Castiglione published The Courtier, mirroring the elegant deport- 
ment of the period, and when Raphael painted his Madonnas and portraits. 
Tt was an age of diplomacy, of flattery, of soft speech and elegance. The 
lengths to which affectations of correct Latin speech went are illustrated by 
anecdotes about two humanist churchmen. One is said to have rinsed out 
his mouth every time he finished saying Mass because he could not stand 
the taste of medieval Latin. The other is said to have suggested to his friends 
that they do not read the epistles of St. Paul if they wanted to keep their 
Latin style unpolluted. It was the period before the erash-the Reformation. 

‘Out of all this renewed interest in Classical literature, art, and culture 
was bound to grow a contemporary art reflecting such concerns. Yet no art 
Of any bygone period is ever re-created in later times; it will always bear 
the stamp of its own period. In this case, Classical elements and details did 
indeed appear in the art of the fifteenth and sixteenth centuries in Italy, 
while elsewhere in Europe the art of these centuries was still Gothic-and a 
highly realistic Gothic. ltaly was no exception to the contemporary trend, 
but its realistic art was tempered by infusions of the new Classical ideas, 
details, and taste. The new style of the Renaissance was the result. Just as 
the Byzantine style had been transformed in the fourteenth century by the 
influx of Gothic elements, so, beginning with the fifteenth century, the Gothic 
style im Italy was intershot with Classical elements and the way was pre- 
pared for the great wave of Classicism that was to inundate Europe in the 
sixteenth and seventeenth centuries. 











INTRODUCTION TO THE RENAISSANCE - 185 


Brunelleschi and Donatello 


These transformations can be clearly seen if we examine briefly examples of 
architecture and sculpture of the early fifteenth century chosen from the 
works of the two famous Florentine artists, Brunelleschi (1377-1446) and 
Donatello (1386-1466). Both men were pioneers in the new movement and 
influenced contemporary painters. 

Italian fourteenth-century civil and ecclesiastical architecture had adopted 
many of the Gothic principles in structure and detail. In public palaces, such 
as the Palazzo Vecchio [9.1] and the Bargello in Florence and in the Palazzo 
Pubblico in Siena, and in private palaces, the exteriors were grim with such 
Gothic defensive details as towers, battlements, and small tracery-filled win- 
dows. The stone courses of the lower story were generally rough-hewn and 
the heavy entrance portals were studded with iron knobs. These all served 
to meet the emergencies of revolutions and streetlights. The inner courtyards 
[93] were equally somber with heavy polygonal piers supporting broad, 
weighty cross vaults. Wide staircases led from the ground floor to the up- 
per stories. In Gothie churches, like Santa Croce [9.4] in Florence, tall slen- 
der piers and pointed arches accentuated the vertical lines of the interior. 

In Brunelleschi's early Renaissance palaces, as for example the Quara- 
tesi in Florence [92], the plans and the vaulting systems were still essen- 
tially medieval, but the details were changed as a result of his contact with 
ancient monuments at Rome. Horizontal lines were stressed instead of verti- 
cal ones. Cornices with Classical motifs replaced the open Gothic ones (ma- 
chicolations) through which missiles could be hurled at enemies below. 
Window heads were round instead of pointed. Small round arches on col- 
onettes were substituted for the Gothic tracery of pointed or trefoiled arches. 
The whole interior took on a simple, restful elegance, The lowest story 
still retained the heavy courses of rusticated stone and other precautions for 
defense of the palace, but it was separated from the smoother and more 
decorative upper stories by a prominent horizontal molding, the string course. 
The inner courtyard [9.6] underwent corresponding changes. Slender col- 
umns, capitals with Classical details, and light arches took the place of the 
heavy polygonal piers and widespreading cross vaults. In his churches of 
San Lorenzo and Santo Spirito [9.5] in Florence, Brunelleschi re-emphasized 
the horizontal effect of the Early Christian basilical plan that contrasts sharply 
with the verticality of a Gothic church like Santa Croce. Columns, capitals, 
arches, and molding were all studied from Classical architecture. The vault 
structure of the side aisles, however, was still medieval. 

Donatello's development was equally striking. The sculptures of his early 
period—the two figures above the portal of the duomo in Florence and his 
prophets on the campanile-have all the characteristics of late Gothic sculp- 
ture in France, such as hip-shot poses and scythelike drapery. The figures 
of the prophets are carved in a style closely related to the realistic sculp- 
ture developed at the court of the dukes of Burgundy. The Habacuc [97] 
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n be compared with the figure of the bald-headed prophet 
ers famous. Well of Moses in the courtyard of the Chartres 
at Dijon, It has realism of head and hands and achieves a more intensified 
realism that is almost Roman, The influence of Classical sculpture on Dona- 
tello is obvious in his revolutionary figure of the completely nude David 
To]. It is the structure of the human form rather than the content expressed 
by it that interested Donatello. But the pose of this statue is still a Gothic 
one. A few years earlier Donatello had carved another figure of the youth- 
ful giant killer standing fully clothed in a hip-shot pose and with the usual 
Gothic scythelike drapery, and it is this pose that persists in the nude Dav 
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nple of this Classical overlay on Gothic form is the tomb of 
Pope John XXIII * in the Baptistery of Florence [99]. It is the same type 
of tomb we described for the thirteenth century, with curtains drawn back 
to reveal the corpse stretched out on the sarcophagus and with the per- 
sonified figures of virtues below. But all the architectural and scarce 
details have been changed from Gothic to Classical. One such favorite CI 
al motif was the putto so frequently seen on ancient sarcophagi. Donatello 
used these little angel or cupid figures profusely. Those on the outdoor pulpit 
at Prato [9.10] and in the reliefs of his great bronze altarpiece in St. Anthony's 
in Padua are pethaps his most famous. In some of the other reliefs at Padua 
depicting the miracles of St, Anthony, Donatello made use of perspective, that 
ual reality of space about which his friend Brunelleschi had 























* One of the schismatic popes of the fifteenth century 
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910. DowwrrLLo: Detail, Pulpit relief (1434-1438) 
Marble. Exterior, Cathedral, Prato (Alinari) 


The Renaissance style in Italy, then, was to grow out of a background in 

vhich the interest in visual realism of the late Gothie period mingled with 

and was tempered by the intense local Italian interest in the rediscovery of 

the details of a bygone Classical culture once at home in It 
We have seen the result in a few examples of early Renaissance archi- 
re and sculpture. We now turn our attention to painting, 
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T the beginning of the fifteenth century two trends in Italian paint- 
ing were to be distinguished. One we can call the conservative trend since 
it followed along with the contemporary Gothic style almost everywhere in 
Europe and produced what became known as the International Style. The 
other we can call the progressive trend since the painters who were a part 
of it made use, in their work, of the contemporary theories of Brunelleschi 
concerning perspective and foreshortening-that is, the visual experiences of 
space and forms. They also adopted the use of Classical architectural forms 
and details reintroduced by Brunelleschi and Donatello, and followed the 
latter's lead in the study of the human form in more Classical terms as an 
anatomical entity. 





The Conservative Painters-The International Style 


The characteristics of the International Style, the elements of which were 
drawn from a variety of sources- Burgundy, the Low Countries, Germany 
and Austria, and Italy-are (1) the abundant use of the Gothic curvilinear 
decorative rhythms in the S-shaped poses of the figures, in the scythelike 
swinging folds of the drapery with multiple calligraphic reverse-curved edges, 
and in the backgrounds; (2) the use of Italianate panoramic backgrounds, 
often with the conventional “cheese-cut” rocks; (3) the use of details ob- 
served in nature, such as grasses, flowers, rocks and pebbles, birds and ani- 
mals—favorite motifs in France and the Low Countries; and (4) the pat- 
ternistic use of brilliant colors. 
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10.1. Tur Bnornens Lixenovnc: 
Labors of February from Trös 
Riches Heures (c. 1415). Mumi- 
nated manuscript. Chantilly 
Museum (Archives Photo- 
graphiques) 








ous Book of Hours made for the Duc de Berry, now in the 
Musée Condé at Chantilly, three different elements of the International Styl 
can be found. In one miniature, the Coronation of the Virgin, tho Frenci 
Gothic calligraphic elements predominate, although the crowded haloed heads 
of saints and angels at the sides recall those found on Italian altarpiece 
In another, the Presentation of the Virgin, the design is taken almost di- 
rectly from Taddeo Gaddi's rendering of the same scene in the Baroncelli 
chapel in Santa Croce in Florence. In a third miniature illustrating the La- 
bors of the month of February [10.1] a realistic snow scene is depicted, Tt 
is unusual to find these elements separated out in this fashion, but here the 
separation seems to show that the more traditional decorative style was used 
for hieratic religious representations and that nature served as a model for 
the more secular ones, 



























Gentile da Fabriano 


Gentile da Fabriano (c. 1360-1427), who was the outstanding painter in 

ntral Italy at the beginning of the fifteenth century, was also the most 
famous of the Italian Internationalists. Born about the year 1360, he had 
acquired a sufficient reputation by early fifteenth century to be asked to 
decorate some rooms in the Doges' Palace in Venice. One fresco that de- 
picted a naval battle between the Venetians and Otto III attracted much 
attention for its realisms. Unfortunately it was destroyed by fire in the six- 
teenth century. It is possible that Gentile had contacts in Venice with paint- 
ings or painters from the north countries, which might account for the many 























rit: DA Fanntano: Adoration of the Magi (1423). Panel pai 
x 107%”, Uffizi, Florence (Anderson) 





realisms that he introduced into his paintings. At any rate, by the 





e (1423) 
he painted the famous Adoration of the Magi [10.2] for Santa Trinità in 
Florence, now in the Uffizi, his style was thoroughly International. The sub- 





ject of the Adoration of the Magi was a very popular one with the In 
nationalists, allowing for the introduction of many details. Gentile's picture 
is a brilliant achievement gleaming with gold crowns and brocades and en- 
livened with patches of deep blue, vermilion, and orange. All the eye-catch 
ing paraphernalia of Gothic taste are there plus the descriptive realistic d 
tails of nature painted along the borders of the frame, such as the flowers 
and grasses to be seen in springtime in Tuscany and Umbria. These are 
painted with exquisite detail, veritable forerunners of th 
Leonardo or Dürer. Interesting details within the picture itself include mon- 
keys, camels, lions, and Oriental-looking retainers of the Magi. E 
the fourteenth century circuses had been brought to Italy from the 
arousing much public excitement with their strange animals and human b 
ings. These circuses as well as the tales brought back by such globetrotters 
as Marco Polo unquestionably influenced the Style artists to 
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10,3 (left). Grit va Fanntaxo: Madonna and Child (c. 1400). Panel pi 
97% xa2^. National Callery, Washington, D. C. Samuel H. Kress Collection. 
10.4 (right). Patto: Madonna and Child with St. Anthony the Hermit and St 
George (1st half 1th cen.). Panel painting, 181° x 11%”, National Gallery, London 





ating, 





put these “curiosities” into their paintings as local color for the retinues of 
the Magi from the East 
In addition, Gentile painted a 





umber of Madonnas seated on the ground 
in the midst of flowers and grasses. They all have a great deal of charm and 
seem to be a cross between the type of Madonna of the Humility found 
frequently in Umbria where Gentile was born and that of the Madonna in 
the Rose Garden so frequent in Germanic paintings north of the Alps.* 
Characteristic of Gentile’s Madonnas are the maroon-colored robe with large 
broc 











le designs of gold and black, the reverse folds usually revealing a 
yellow lining. In a very handsome example in the National Gallery in Wash- 
ington [10.3] the angels surrounding the Madonna and Child are not painted 
in but are incised in the gold background and appear only in a cross light. 








* The Madonna of the Humility is a type first used by Simone Martini early in the 
thirteenth century and became very popular thereafter. ‘The Madonna is. seated on 
cushion on the ground and is turned obliquely’ to the picture plane; the Christ child 

Mes her breast. (For a full discussion, see M. Meiss, Painting in Florence and Siena 
after the Black Death, Princeton University Press, 1951, pp. 1321.) The transalpine Mac 
donna of the Rose Garden is seated in a meadow full of grass and rose 
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Pisanello and Stefano da Zevio 

Affinities with the International Style as it developed across the Alps is best 
shown in the works of two Veronese artists, Pisanello (c. 1395-1455?) and 
Stefano da Zevio (c. 1393-1451). Pisanello was a follower of Gentile and 
also worked with him on the decorations of the Doges’ Palace in Venice. 
A medallist as well as a painter, he was fond of bringing out the minutest 
details in his drawings and paintings. In the panel of St, Hubert and the 
Stag in the National Gallery in London, the interest in the details of the 
costume of the saint, in the horse, dog, and stag, and in the luxuriant forest. 
background almost destroys the unity of the composition. And what fashion 
plates he turned out as, for example, the princess in the fresco in Sant 
Anastasia at Verona, the young St, George with St. Anthony the Hermit 
[104] ín the National Gallery in London, and a drawing at Chantilly of 
ladies dressed in costumes similar to those in the miniatures of the Chan- 
tilly Book of Hours of the Due de Berry. His drawings of animals [10.5] 
and birds, gathered together in a sketchbook now in the Louvre, are as- 
tounding in their wealth of accurate realistic detail. They are interesting in 
comparison with the drawings of the thirteenth-century draughtsman Villard 
de Honnecourt. Many of the same animals and birds appear in these earlier 
sketches, but they are still quite generalized in outline and stylized in de- 
tail as you might expect in the thirteenth century. Pisanello's sketches show 
how great the advance had been toward naturalistic descriptive detail ob- 
served from nature. 


10.5. PISANELLO: 
Sketch of a Mule 
(asth century). 
Drawing, Louvre, 
Paris 
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10.6, STEFANO DA Zevi0: 
Madonna in Rose Gar- 
den (15th cen.). Panel 
painting, 247%" x 18%". 
Worcester Art Museum 
(Worcester Art Mu: 
seum) 








Stefano da Zevio (or da Verona), in a small painting in the V 
Museum of the Madonna seated in the midst of a rose 
rows a theme common d Gern 
tiful detail and color, 





n [106], bor- 
esque of beau: 








n Austria a It is an 





Lorenzo Monaco 


In Florence the leading proponent of the conservative International Style 
was Lorenzo Monaco (c. 1370-1425?), a Camaldolese monk. He was a pro. 
lifc painter of intimate Madonnas who are usually seated on the ground 
and surrounded by musical angels, a type very commonly used by the In- 
ternationalists. His colors are kept very blond and delicate and the drapery 
lines are full of calligraphic curves. In his larger compositions, such as the 
Coronation of the Virgin [10.7] in the Uffizi, straight lines are at a premium, 
Everything is made to conform to the curvilinear rhythms that sweep across 
the panels and are carried up into the framework of the altarpiece terminat 
ing in elaborate Gothic architectural details. In meticulously balanced com- 
Positions, such as the Crucifixion in the Yale Art Museum, and in the figure 
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Lonexzo Moxaco: Coronation of the Virgin (14 









a", Uffizi, Florence (Anderson) 
style generally the influence of the sculptor Ghiberti is perceptible. Ghiberti 
used similar scythelike folds in his figures on Orsanmichele,* and in the doors 





of the Baptistery in Floren 





Ghiberti was the counterpart in sculpture of 
the International Style painters who used late Gothic swirling draperies and 
also naturalistic floral and bird motifs as border decorations. 


Masolino 

Another Florentine who painted in the International Style was Masolino da 
j-1440). This is clearly evident in such works as the Madonna 
nsthalle at Bremen, a symphony of calligraphic drapery, or in 





Panicale ( 
in the 





* Orsanmichele (Or San Michele in English) was originally a Lombard church. It 
became a loggia in which grain was sold but was reconverted to a chapel because of the 
eof a miraculous Madonna fresco. The upper floor housed the religious guild, the 
pagnia di Orsanmichele, Fifteenth-century sculptures on the exterior include works 
by Ghiberti, Donatello, and Verrocchio. 




















Masouixo: Assumption of the Virgin (1 

y xgo”. C fe Museum, Naples (Ander 
10.9 (right), Masotivo: Annunciation (befo 

al Gallery of Art, Wa 

lery of Art) 





5-1428). Panel painting 





1435). Panel painting, 584” x 
iston, D. C., Mellon Collection (Courtesy 








the Assumption of the Virgin [10.8] in Naples in which the Virgin is sur- 
rounded by a group of fatly silhouetted angels making a colorful Gothic 
pattern. In the frescoes in the Baptistery of Castiglione d'Olona north of 
Milan, done in 1435, Masolino still adheres largely to the International Style 
of his earlier pictures in spite of his association in the 1420's with the young 

ter Masaccio, WI ion was we shall speak of 








progressive pai at this asso 
shortly 

In the handsome panel of the Annunciation [10.9], formerly in the Gold- 
man collection and now in the Mellon collection of the National Gallery 
fluence on his 
style. There is a perspective unity to the design; the interior of the room 








Washington, Masolino reflects somewhat more Masaccio's 





is made up of details of contemporary Renaissance architecture, 
faces and hands have a soft modeling. The drapery, th 





however, are still Gothic. The large brocade designs on Gabriel's robe are 
very colorful and resemble those found in the works of Gentile da Fabriano 
and of Pisanello, 
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This conservative International Style, with its roots in the late four- 
teenth century, was to extend its influence well into the mid-fifteenth cen- 
tury and after, mingling often as we shall see with the style of the more 
progressive artists. 





The Progressive Painters and Visual Experience 

—First Generation 

The artists whose work is characteristic of the progressive trends in the de- 
velopment of ffteenth-century painting were concerned with setting down 
certain facts of visual experience. Such an interest was the logical outcome 
of the secularism that had sprung up in the fourteenth century. Giotto had 
re-established man as a three-dimensional entity experiencing emotions, even 
though the scenes and episodes in which man was experiencing them were 
still religious, The Lorenzetti in turn had set down detailed observations of 
man’s environment, but in actuality these descriptive details cannot all be 
seen at one glance. In normal vision we do not see the inside and outside of 
a building at one and the same time nor do we distinguish with equal clear- 
ness objects in the foreground and those in the background. It was, there- 
fore, with the actual visual experience of both man and his surroundings— 
that is, of form and background-that the progressive painters of Florence 
in the first half of the fifteenth century were concerned. The way had been 
prepared for them by Brunelleschi and Donatello. 


Masaccio 

‘The spearhead of this new movement in painting was a rugged young per- 
sonality best known by the name of Masaccio. He was born, according to 
the testimony of a younger brother, on December 21, St. Thomas' day, 1401. 
He died unaecountably in Rome in 1428. During that short lifetime Masaccio 
accomplished so much in the painting of visual reality that his work in- 
spired many later artists, among them the young Michelangelo. 

Masaccio must have been in close contact with Brunelleschi and Dona- 
tello, the two leaders of the new direction in architecture and sculpture at 
the beginning of the fifteenth century, in spite of the fact that they were 
twenty-four and fifteen years older, respectively, than he. Brunelleschi, ac- 
cording to an early fifteenth-century source, was said to have been very fond 
of Masaccio, and Vasari reported that Brunelleschi taught Masaccio the es- 
Sentials of perspective and architecture and at Masaccios untimely death 
Stated “we have suffered a great loss” The famous contemporary fifteenth- 
century architect Alberti, in his Treatise on Painting, included Masaccio 
name with those of Brunelleschi, Donatello, Ghiberti, and Luca della Robbia 
as the men whom he considered the initiators of a renaissance in art in Flor- 
ence in the early decades of that century. 
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There can be no doubt, as we shall see, that Masaccio's style was in- 
fluenced by the studies in perspective and by the architecture of Brunel- 
leschi as well as by the sculpture of Donatello, but who was his master in 
painting? Masolino has been accepted generally as such, yet it is strange 
that Masolino, who was almost eighteen years older than Masaccio, matric- 
ulated in the painters’ guild in 1423, one year after Masaccio. Whatever the 
answer, there was a close relationship between the two men and they worked 
together on several projects.* In a lost fresco in the cloister of the Carmine 
in Florence of the dedication ceremonies of that church in 1422, Masaccio, 
according to Vasari, included the portraits of Brunelleschi, Donatello, and 
Masolino among other celebrities present. 

Masaccio's most important accomplishments are found in the frescoes of 
the Brancacci chapel in the church of Santa Maria del Carmine in Flor- 
ence. This chapel, rectangular in shape, opens from the right transept of 
the church. It is covered with a cross vault and has pilasterlike projections 
below the entrance arch. Masolino had received the commission to decorate 
the chapel, and the scheme of decoration called for the painting of the four 
‘evangelists in the cross vault (a traditional subject for medieval and Ren- 
aissance cross-vault decoration) and episodes from the life of St, Peter on 
the remaining wall surfaces. An exception was made of the upper tier fres- 
coes of the pilaster projections at the entrance which were to represent the 
‘Temptation of Adam and Eve and their Expulsion from the Garden of Eden, 

Masolino must have associated Masaccio with him rather soon in the 
undertaking. Then when Masolino was summoned to Hungary in 1426 he 
turned over the remainder of the job to Masaccio. Consequently both men 
had been at work on the frescoes of the upper tier of the side walls, Maso- 
lino had finished the frescoes in the vault and those in the lunettes of the 
walls beneath three of the vault arches, the fourth being the top of the en- 
trance arch. Vasari claims that one of the two frescoes on either side of the 
window in the lunette above the altar was painted by Masaccio, This can- 
not be verified because later all the surface of the vault and of the lunettes. 
was repainted with decorations of the baroque period. At the time of his 
sudden death, Masaccio left some of the work on the lower tier of the wall 
and the two lower frescoes on the projections in an unfinished state. These 
were completed nearly sixty years later, in 1484, by Filippino Lippi. 

Because of the collaboration of the two men and Masolino's departure. 
when the work was in progress, the problem of distinguishing between their 
styles and of deciding which scene Masolino painted and which Masaccio 
did has preoccupied art historians for the last century. The solution might 
have been less difficult had the vault and lunette frescoes not been covered 
over. But we do have paintings elsewhere from which to appraise Maso- 
lino's style, There are the panel paintings in the International Style men- 
tioned previously. And to judge his fresco style, there are the paintings and 

A a 
at Empoli, 
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10.10. Masotino: The Feast of Herod (1435). Fresco. Baptistery, Castiglione d'Olona 
(Anderson) 





the inscription Masolinus de Florentia pinxit uncovered in 1843 in the Col- 
legiate chureh * at Castiglione d'Olona in Lombardy and those in the 
joining baptistery bearing the repaínted date 1435. These were all done after 
with Masaccio but still show the smoothly modeled 
ive quality of the late Gothic International Style, But 
at the same time they include such details as the e and the per- 
spective of the architecture in the scene of Herod's Feast [10.10] that show 
a knowledge of Donatello's sculpture and of Brunelleschi's treatise on per- 
sp 








Masolino's asso 
technique and decor: 





















tive. 
With all this in mind, let us examine some of the frescoes in the Bran- 
cacci chapel, looking first at the two scenes in the upper tier of the projec- 
tions at the entrance into the chapel, the Temptation and the Expulsion. 

In the Temptation [10.11], Adam and Eve appear as a pair of rather 
bland though elegant figures. They are smoothly modeled in light and shade 
as though they were standing before a soft spotlight. There is no attempt 
at a psychological interpretation of the event. Neither Adam nor Eve show 

















* Begun 1421, dedicated 1425. 








3-1426). Fresco. Brancacci chapel, Car- 


10.11 (left). Masotaxo: Temptation (142 
Florence (Anderson) 
10.12 (right). Masaccio: Espulsion (1424-1438). Fresco. Brancacci chapel, 


Carmine, Florence (Anderson) 

















any emotional reaction to the situation nor is there any guile in the - 
headed serpent, the supposed tempter. In contrast to this fresco, the Ex- 
pulsion from the Garden of Eden [10.12] is overwhelming in its effect 
Adam's reaction of shame and remorse and Eve's howling grief are put 
astounding effect. The great splashes of light falling on the 
nude forms create in conjunction with the shadows their physical thereness 
in striking contrast to the smooth modeling noted in the Temptation. The 
tragic facial features of Eve, as though hewn out of a block of stone, are 
poles removed from the rather vapidly delineated features of Eve in the 
Temptation. The movement of the legs of Adam and Eve is also an ex- 
traordinary indication of the tragedy of the situation. And if Eve's gestures 
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as she covers her shame recalls the Classical gestures of the Medici Venus, 
the whole content of the scene too is redolent with Classical tragedy. There 
can be no doubt here as to who painted which fresco, The basic contrast 
is apparent between the dynamic style of the young innovator Masaccio and 
the gentler, softer style of his older associate Masolino who is trying to 
adapt himself to the newer method of rendering form. 

Heretofore, as in Giotto's work, the form was first designated by means 
of a bounding line. This created a silhouette that became part of the de- 
sign pattern of the picture, and three-dimensionality was achieved by the 
three-tone modeling within the silhouette. But Masaccio observed that in 
actual visual experience lines do not exist, that forms appear as contrasts of 
light and shade and color. Lines are merely a painter's abstraction of what 
in nature are seen as the edges between such contrasts, But Masaccio was 
no Vermeer understanding all the subtleties of light and color values, He 
was at the beginning and stated the new problem in the simplest terms of 
light and shade contrasts. Form is visible only when there is light, and those 
details of form nearest the light come out most clearly, Therefore Masaecio's 
forms appear to emerge from the background as though a spotlight had been. 
turned on them in the dark, The anatomy of the forms is expressed in its 
simplest volumes with the muscles, hands, and feet generalized, 

‘The contrast is also very telling between the two scenes in the top tier 
on either side of the altar: St, Peter Preaching [10.13] and St, Peter Bap- 
tizing [10.14]. In the former, the figure of St. Peter is wooden and his eyes 
are fixed in a stare. His audience is stillly attentive and have similarly star- 
ing eyes. In the baptism scene, however, St, Peter is a vital, dedicated be- 
ing carrying out the most important function of his mission, and the neo- 
phytes receiving or waiting to receive baptism are among the most extraor- 
dinary nude forms in Italian painting psychologically as well as physically. 
The dignity and humility of the figure kneeling in the water is moving be- 
yond words. The shivering youth behind him waiting his tum is marvel- 
ously characterized as well as rendered. This is also true of the figure to 
the left, half-covered by his mantle, awesomely preparing for the significant 
event, In all these forms Masaccio uses the same technique of splashes of 
highlights and contrasting shadows noted in the Expulsion. The heavy, hang- 
ing folds of St. Peters mantle in both frescoes are very similar to those 
Donatello used on his prophet figures for the campanile in Florence, 

It is in the fresco of the Tribute Money [10.15] in the center of the 
upper tier of the left wall that Masaccio makes use of his knowledge of 
perspective acquired from Brunelleschi. The principles of both the linear 
and optical (atmospheric) perspective are used in the scene. The steps and 
the portico on the right-hand side of the fresco and the trees in the middle 
distance and background are rendered in linear perspective according to the 
laws of which objects at an angle to the picture plane scem to the eye to 
diminish in size as they recede into the distance toward the horizon line, 
In optical or atmospheric perspective as objects recede into the distance, 
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1013. MAsotixo: St. 
Peter Preaching (1423- 
6). Fresco. Bran- 
i chapel, Carmine 
'ence (Anderson 








ity of detail. Masaccio 
ack 
tains and trees and even in the rendering of some of the fi 


they appear to the eye to lose in definition and c 


used this type of perspective in painting the landscape nd of moun: 








res, for example 
the figures of the disciples in the back row of the central group and the 
are of St. Peter at the left taking the coin out of the mouth of the fish. 
The landscape backgrounds of the Baptism and the Preaching frescoes had 








been similarly rendered in optical perspective. Note also that the scale of 





these landscape backgrounds now is in proper relation to the figures in the 


foreground—in sharp contrast to the tr 





nal symbolic or descriptive land- 
2othic 





scape backgrounds of the Byzantine or C itions. Compare, for in- 
an International Style background, such as appears in Gentiles Ado- 
n in the Uffizi [10.2] with that of the Tribute Money [10.15]. 

In the Tribute Money fresco the fi 


and shade, the light coming from a 


stan 











igures are again fashioned in light 
ngle source, the window in the end 
wall, apparently. This single source of light helps also to unify the elliptical 





composition of the central group: it creates the proper space relationships 
between the figures and en 





phasizes their expressions, their gestures, and 
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1044. Masaccio: 
St. Peter Bap! 
(1424-1428) 

co. Brancacci chapel, 
Carmine, Florence 
(Anderson ) 


10.15. Masaccio: Tribute Money (1424-1428). Fresco. Brancacci chapel, Carmine, 


Florence (Anderson) 








10.6. MasoLixo axp Masaccio: The Ri 
Brancacci chapel, Carmine, Florence (And 





g of Tabitha (1424-1428). Fresco. 






their individual app 
His a 


arances, We note, for example, the dignity of Christ, 





horitive gest 





e, Peter's stern but trustful reaction to the cor 
of Christ, the suppressed indig 


mand 
ation of some of the disciples, and the stub- 
tax collector whom Masaccio painted with 
his back to the spectator. Other notable details are: the extraordinary fore 
shortening of St. Peter's left hand; the idealized heads of St. John and of the 
other young disciple (Philip?) more to the right, both so obviously borrowed 
from some Classical sculptural prototype; and the short curly hair of St 








born insistence of the ama: 








Peter clinging tightly to his head (as he pays the tax gatherer) that recalls 
the hair treatment on so many imperial Roman portraits. 

It is worth remarking that Masaccio rather cleverly composes the scene 
of the Tribute Money with its three episodes in the form of an open-air 
triptych, the mai ce with the minor ones 
1 of his paying the 
1 right 
division of the wall space into a triptychlike composition 
[10.16] is found on the opposite wall on the right. Here, however, the 
triptych uch more self-conscious one, and, strangely, the 
two miracle scenes, as the right and left wings of the triptych, carry the 
greater subject interest, not the center space as would be customary. ‘The 
interesting, and possibly true, suggestion has been offered that a pilaster 
formerly separating the two miracle scenes was removed for some reason 





episode occupying the central s 
of St. Peter drawing the coin from the fish's mouth 








tax gatherer relegated to the shallower areas to left a 
A simili 











rangement is a 











during the decoration of the chapel and that the two elegantly clad strollers 
were added as a connecting link. A building in the background closes off 
the far end of the piazza. Masolino was to repeat this composition in its 
major elements later in the fresco of Herod's Feast [10.10] in the Baptistery 
at Castiglione d'Olona. 
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‘That this fresco in the Brancacci chapel is by Masolino is apparent not 
only by the fact that its general composition was repeated at Castiglione 
Olona but also by the fact that the figure types are similar to those in the 
Temptation [10.11] and Preaching [1013] scenes, the beady, staring cyes 
of St. Peter, the wooden expressions and the flaccid emotional reactions of 
the bystanders. Compare also for similarity in type the bearded old man 
raising his hands above the figure of Tabitha and the old man in the front 
row of the St. Peter Preaching fresco, or the heads of the two young dandies 
strolling across the square and the heads of Adam and Eve in the Tempta- 
tion, The optical perspective, however, used in the painting of the building 
and street scene in the background suggests that Masaccio might have had 
a hand in this after the departure of Masolino. 

Another innovation that Masaccio made in Florentine painting was the 
insertion of contemporary portraits into his pictures. We have mentioned 
Vasarís statement that Masaccio had painted the figures of Brunelleschi, 
Donatello, and Masolino among other celebrities in the lost fresco in the 
cloister of the Carmine. That was a contemporary ceremonial scene. But in 
the scene of St. Peter reviving the son of a Roman governor and in that 
of the Enthronement of St. Peter, in the lower tier of the left wall of the 
Brancacci chapel, the portraits of several contemporary Florentines are to 
be found among the spectators. Masaccio's own portrait is at the right of 
St. Peter's throne, This insertion of portraits became a popular custom among 
painters of the fifteenth and sixteenth centuries. 

During his short lifetime Masaccio made astounding advances in direct- 
ing the art of painting once more toward naturalism. These consisted of set- 
ting down in paint man's fundamental visual experiences with regard to 
form and background-that is, (1) that form as we ace it is a contrast of 
light and shade, and is most simply realized by having the light come from 
one source; (2) that form related to background is an experience in scale; 
and (3) that objects (buildings, trees, and figures) in the background are 
subject to the laws of perspective, both linear and optical. His use on occa- 
sion of the contemporary group portraits on the side lines of religious scenes 
might well be an extension of the donor portraits of medieval times, with 
or without family, or a further development of Giotto's idea of portraying, 
Dante and other Florentines among the Blessed in Paradise. 
io's wonderful fresco of the Trinity [1017] in the left aisle of 
the Dominican church of Santa Maria Novella in Florence incorporates all 
these achievements, The light from one source together with the shadows 
establish the nude form of Christ on the cross and the draped figures of 
God the Father, the Virgin, St. John, and the kneeling donors; a scale-rela- 
tionship is established between the figures and the painted architecture; both 
types of perspective are present; and the donor portraits are of contem- 
porary Florentines, man and wife. In a bold experiment Masaccio painted 
these kneeling donors as though they were in the spectators’ space outside 
the entrance to a chapel containing the group of the Trinity. This is a sur- 
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prising anticipation of Mantegna’s illusionistic experiments some forty years 
later of attempting to break the visual barrier between real space and painted 
space. The design of the Trinity is an impressive ensemble of simple geo- 
metric forms in keeping with the dignity of the scene: the great triangle 
of God the Father and the donors within which the smaller inverted triangle 
of Christ's body on the cross is inscribed; the strong verticals of the col- 
umns, of the Virgin and St. John, and of the tall striated pilasters, the latter 
being part of the great enclosing rectangle relieved only by the curves of 
the tondi in the spandrils, the entrance arch, and tunnel vault in perspec- 
tive. It is as though Masaccio in the architecture of this fresco were paying 
tribute to Brunelleschi and in the sculpturesque forms to Donatello, his two 
friends and the sources of his inspiration, 





Uccello 


Paolo Uccello (1397-1475) qualifies as a visual or scientific realist only on 
the basis of his studies in foreshortening—that is, in perspective applied to 
objects. Otherwise, his work with its imaginative and decorative inventive- 
ness indicates that his style is still deeply rooted in the International tradi- 
tion. The fact that his work often shows sculpturesque qualities need not 
come as a surprise since Uccello began his carcer as an assistant to the In- 
ternational Style sculptor Ghiberti, And when he went to Venice in 1425 
where he presumably worked on a mosaic, he was in the company of Gen- 
tile da Fabriano and two Florentine sculptors. Ghibertis influence is per- 
ceptible in the frescoes Uccello did in the Green Cloister of Santa Maria 
Novella on his return to Florence six years later. These frescoes were done 
in green monochrome, which accounts for the name then given to the clois- 
ter. The scenes of the Creation of Adam and Eve [10.18] are practically 
identical with those that Ghiberti did in relief on the doors of the Baptistery 
in Florence. 

In 1496 Uccello was commissioned to paint on the interior wall of the 
cathedral of Florence the equestrian portrait of Sir John Hawkwood [10.19], 
the English soldier of fortune who had been in the service of that city. 
Hawkwood had died in 1394, and many attempts had been made to erect 
some commemorative monument to him but without previous success. The 
horse on which the English knight is seated is definitely inspired by the 


® On the wall space beneath the donor figures there has recently been uncovered a 
fresco representing a stone tomb on the top of which lies a skeleton. The tomb is included 
fin the architectural design and structure of the whole Trinity fresco. In addition to being 
mother memento mori, a reminder of eventual death, this fresco further demonstrates 
Masaccio" Interest in visual experiments, Just as the Crucified is painted as seen from the 
evel of the donors, who arc on the same eye level with the spectator, so the tomb and the 
skeleton appear as they would were the spectator or the donors looking, down on them. 

| Uccello was to retum to these cloísters about fifteen years later to work on scenes 
of Noah and the Flood. All his frescoes there have suffered badly with time. Some have 
been removed to the Belvedere Museum in Florence. 
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i. PaoLo UccetLo: Creation of Adam (c. 1431). Fresco. Formerly in Green 
ister, Santa María Novella, Florence (Alinari) 





Hellenistic bronze horses on the facade of St. Mark's in Venice that make 
such an impression on everyone who sees them-and Uccello had been to 
Venice and seen them. Set on a beautiful substructure with Classical motifs, 
the whole group is painted to simulate sculpture. 

The four prophet heads Uccello painted as though they were emerging 
from roundels in the corners of the rectangle framing the great clock in the 
cathedral of Florence also give the efect of sculpture. They resemble in 
type the bronze heads in the borders about Ghiberti's famous doors of the 
Baptistery in Florence. 

It is Uccello's interest in foreshortening, however, that gives him a place 
among the visual realists. According to Vasari, this interest was an obses- 
sion with Uccello, whose wife was very jealous and resented the fact that 
her husband spent so much time in his studio tower. One night as she called 
to him to come to bed she heard him muttering, “Oh, what a beautiful 
thing perspective is,” and consequently was certain that she had a serious 
rivall 

Uccello experiments in foreshortening are most apparent in three bat- 
tle pictures, commissioned about 1456 by Cosimo de’ Medici and later part 
of the decoration of Lorenzo de’ Medici's bedroom in the present Riccardi 











209 





10.19. Paoro Uccetto: Equestrian portraît of Sir John 
Hawkwood (1436). Fresco. Duomo, Florence (Alinari) 





palace. One of the three is now in the Louvre, Paris, a second in the Na- 
tional Gallery, London, and the third in the Uffizi, Florence, All three have 
to do with the Battle of San Romano in which the F 
coló da Tolentino, in 1432, with a handful of knights held off the $ 
forces until aid arrived to defeat the Sienese. This hero's equestrian por- 
trait was painted in 1456 by Andrea del Castagno as a companion piece to 
Uecello's portrait of Sir John Hawkwood. As a similar commemoration of 

olentino's feat the Medici presumably had these battlepieces painted at the 
same time. 





rentine general, Nic- 
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20. Paoro UcestLo: Battl 
National Gallery, London (Nat 





of San Romano (c. 1456). Panel painting, 714” x 125%. 
al Gallery, Lond: 








In the foreground of these pictures spears and bits of armor are strewn 
about in all conceivable positions. Horses and riders are seen from the front, 
from the sides, and from the rear. Yet in spite of this overemphasis on fore- 
shortening, Uccello achieves a very beautiful decorative effect in th 





pic- 
tures. The panel in the National Gallery in London [1020] resembles a col- 
orful tapestry: the horseman wearing the hat of vermilion and gold brocade 
t-blue trappings of the 
horses’ harnesses decorated with gold bosses that repeat the color and shape 
of the oranges on the trees in the middle distance. All the rhythmic ele- 
ments in the picture are so organized that a feeling of action is imparted 
statically posed figures of the horses and 
men and of the foreshortened armor. The eye is caught and moved about 
the picture by means of a series of curves, such as the fanlike arrangement 








the golden-blond hair of the boy knight, the li 








to the ensemble in spite of th 





of the lances sweeping down from vertical to horizontal to emphasize the 
impact of the battle, or by the rumps and necks of the chargers, or the lines 
of the fields and hills in the background. As the leitmotif for the design of 
the whole picture, Uccello seems to have taken the double curve of the 
n the center of the picture on which the 
knight with the red hat is mounted. We see it repeated not only in the 





mane and rump of the horse 





other horses in the composi 
of the fields 


sweeps diago 





n—sometimes even in reverse—or in the lines 
nd rocks in the background but also in the broad curve that 
ally across the entire picture from the lower left corner to 








1. Paoro Uccso: The Hunt, d 
25% x 65”. Ashmolean Museum, Oxf 
the Visitors of The Ashmolean Museum; 


1460). Panel painti 
Reproduced by Courtesy 





the upper right. Uccello did not give unity to the figures and background 





by means of light or perspective us Masaccio had done. The light is present 


in the foreground where the foreshortened objects and figures d ex 





tends only to the orange hedge-that is, in the space in which these objects 














and forms operate 
The background has neutral lig 
the fo 


ing this space t ge platform 


backdrop. But 
nd are held together 





ing and lo 





as we have pointed o 1 and backg 





by means of the design. 





Tn the late and remarkable picture of the Hunt [10.21] in the Ashmolean 
Museum at Oxford, Uccello again dis 
of motion achieved by rep 
effect of a c 
running pages, 





ays his love of foreshortening and 







action. The confüsed 
the 


rhythms of forms in 








o is extraordinarily produced by the shouting horseme 






ind the dogs and stags ging back and forth among the 


vertical tree trunks. The trees are rendered in perspective to give 
of depth to the forest, yet the tufted tree tops in bloom, the patches of 


und, and the patterned figures of 





flowers and grasses scattered along the gr 


men and animals produce the effect of a millefleurs tapestry 





of mixed loyalties and 
International Style of Ghiberti, 


Uccello thus presents himself to us as an ar 


d in th 









of great decorative fantasy. Ti 








iced by Brun 


ad Masaccio. And, while he was himself obsessed by the problem of fore 


he became fascinated by the nov leschi, Donatello, 
shortening, he tried at the same time to amalgamate the new methods of 


painting with the older Gothic principles of abstract design. 





212 - THE FIFTEENTH CENTURY 


Domenico Veneziano 


Belonging to the same generation as Masaccio and Uccello was a third 
painter, Domenico Veneziano (c. 1400-1461), who in his own work and in 
that of his pupils had additional contributions to make to the painting of 
visual reality. As his name indicates, he came from Venice where he must 
have received his early training and where there could be available to him 
works by painters to the north of the Alps. He arrived in Florence ten years 
after the death of Masaccio, having written to Cosimo de’ Medici in 1438 
for some commission, He was at work in 1439 on frescoes in the church of 
Sant Egidio, adjoining the hospital of Santa Maria Nuova, and had as an 
assistant the young Umbrian painter Piero della Francesca, about whom we 
shall learn more in the next chapter. 

Very few of Domenico's works are extant, but what does remain indi- 
cates that his style, like Uccellos, had some of its roots in the International 
Style. The most important of his accomplishments still in existence is the 
St. Lucy altarpiece of which the central portion with the Madonna and 
Child with the four saints (Francis, John the Baptist, Zenobius, and Lucy) 
is now in the Uffizi gallery [10.22]. The lunette that was above the central 
panel and that contained the Annuneiation is in the iam Museum in 
Cambridge, England, and the predella panels, each with a scene from the 
life of one of the saints flanking the Madonna, are distributed among the 
National Gallery in Washington, the Fitawilliam Museum, and the former 
Kaiser Friedrich Museum in Berlin, 

The style of the altarpiece shows the mixture of late Gothic and early 
Renaissance elements so usual in many late International Style paintings, 
The drapery has the heavy quality characteristic of Burgundian seulpture 
already seen in Donatello's work, and the Madonna is enthroned beneath 
vaults that are still Gothic, although the capitals of the supports and the 
shell niche behind the Madonna are details found in Classical and early 
Renaissance architecture, Similar transitional elements are present in the An- 
nunciation panel in Cambridge where the blond Gabriel and the Madonna 
clad in Gothic draperies are set against a Renaissance colonnade drawn in 
Brunelleschian perspective. 

In the two predella panels in the National Gallery in Washington rep- 
resenting St. Francis receiving the Stigmata and the Youthful Baptist in the 
Desert [10.23], the backgrounds show an adherence to the older fourteenth- 
century tradition in the formalized structure of the rocks, But in the St. John 
panel the figure of the young saint casting aside his garments seems to have 
been adapted from some small and delicate Classical bronze. 
however, was the attempt to portray outdoor 
light, The lightness of the colors throughout is one indication of this. The 
effect is also perceptible in the small predella panel in the former Kaiser 
Friedrich Museum representing the decapitation of St. Lucy. There seems to 
be a glare of sunlight in the courtyard where the martyrdom is taking place. 
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prtraît of a Young Girl 
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A number of profile portraits of Florentine ladies and gentlemen have 
been attributed to Domenico and to his followers. Among these is the bea 

tiful portrait of a young girl [10.24] in the former Kaiser Friedrich Museum 
in Berlin. The head of St. Lucy in the altarpiece we have just been dis- 
cussing is also in profile. Certain it is that this type of portrait had become 
very popular and was painted by Masaccio, Uccello, and other contempo- 








rary Florentine painters. This vogue can undoubtedly be connected with the 
interest at that time in ancient Roman cameos, medallions, and coins on 
whi 





profile heads so often appear 

The tradition to use as background a river valley flanked by mountains 
and seen from a bird's-eye view, so common in fftcenth-century Florentine 
painting and lasting well up to the time of Leonardo da Vinci, apparently 
in the work of 
Domenico's most famous pupils: in the Madonna [10.25] by Alesso Baldo- 
499) in the Louvre and in several paintings by Piero della 
Francesca as we shall see. This motif of viewing a distant river valley as 
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though from a platform was used by Jan van Eyck in Flanders, and Dome- 
nico could have been familiar with it. 

Vasari also credits Domenico with being the first Florentine artist to 
use oil as a medium for painting. IF that is so, the new medium was cer- 
tainly not what we now call oil paint, Domenico and his followers still 
painted with tempera, but in his attempt to represent outdoor light he may 
have used an oil glaze such as was used in northern Europe to give colors 
greater transparency. This would also be further evidence that Domenico 
was familiar with north European painting. 


These three painters, then-Masaccio, Paolo Uccello, and Domenico Vene- 
ziano-constitute a pioncer generation in the fifteenth century that set down 
in paint certain essential visual experiences and the principles related to 
them, These were the fundamental truths about perspective, foreshortening, 
and light on which following generations were to build and elaborate, Of 
the three painters, Masaccio was the most revolutionary in his break with 
the medieval traditions of style. Uccello and Veneziano, as we have noted, 
still clung in part to the conservative tradition and used it as a backdrop 
against which they set their own researches and inventions. 
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Up the Tiber valley fron 20 lies the town of Borgo San Sepolcro, the 
birthplace of two famous Afteenth-century Italians: Luca Pacioli the mathe- 
matician and Piero della Francesca (c. 1415-1492) the painter, Besides be- 
ing a painter, Piero was one of the first artist-humanists of the century, for 
he was Jeamed in Latin and mathematics, was a poet and cosmographer, 
wrote books on perspective and form, and dabbled in architecture 

In 1439 he was present in Florence as an assistant of Domenico Vene- 
ziano when the latter was working on the frescoes in the choir of San Egidio. 
At that time Brunelleschi, Donatello, Uccello, and the architect Alberti were 
also on hand in Florence, From these, as well as from his friend Pacioli and 
from his master Domenico Veneziano, Piero must have acquired much in- 
spiration to shape his own interest in the problems of form, architecture, 
and painting, and in mathematical theories of perspective, He seems to have 
been attracted especially to Domenico Veneziano's experiments with outdoor- 
light effects, for we shall sec that one of his own major problems was the 
creation of form in light, both indoors and outdoors. Another problem cer- 
tainly was to stress the architectonic relationship between animate and in- 
animate form, A third was the problem of color. 

The earliest work of importance by Piero is the altarpiece of the Ma- 
donna della Misericordia [11.1], commissioned in 1445 shortly after his re- 
turn to Borgo San Sepolcro. The central panel of the altarpiece is one of 
great dignity. The Madonna stands very erect and sweeps her mantle in 
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protection about a group of men and women knecling at her feet, One man 
at the left wears a black, peaked hood with slits for his eyes, much like a 
Ku Klux Klan hood except for the color. He was a member of the Brother- 
hood of Mercy (Confraternità della Misericordia) who commissioned the al- 
tarpiece. Members of this brotherhood were obliged to attend the sick whom 
no one else would approach, particularly in times of epidemics and pesti- 
lence, and to transport them to the hospitals, Their hoods were meant to 
protect them from infection. The brothers carried bells with which to warn 
the timid or fearful of their approach. One can see them today in certain 
Italian towns, wearing the same costume and going about with litter and 
bell. 

The design in this panel is very simple, one that Piero was to use over 
and over again: a cylindrical upright in the center of a circle drawn around 
its base. The upright is repeated in the vertical accents of the kneeling fig- 
ures and in the folds of the robe and in the edges of the mantle, and the 
circle in the curvilinear sweeps of the Madonna’s shoulders and of her parted 
mantle, giving the whole composition a tentlike effect. Piero was thinking, 
in terms of architecture, The Madonna has taken on the form of a column, 
with the vertical folds of her garment recalling its flutings. The egg-shaped 
head rests solidly on the long but sturdy cylinder of the neck. There is no 
detailing of emotion in the features of the face. It is the ensemble that cre- 
ates the effect, There stands the Madonna like some pillar of strength to give 
protection to her suppliants. 

In 1447, Sigismond, tyrant of Rimini, commissioned the famous archi- 
tect Alberti to remodel the Gothie church of San Francesco at Rimini, This 
new structure, in addition to being a church, was also to be a temple im- 
mortalizing Sigismond's love for his mistress Isotta whom he eventually mar- 
ried some thirty years later, A jewel of early Renaissance architecture, this 
building is known as the Tempio Malatestiano, or the Malatesta Temple. 
It was actually begun in 1450. The design of the façade was inspired by a 
Roman triumphal arch, In the interior the intertwined initials of the two 
lovers are present everywhere among the charming angels and saints carved 
in relief and in the round by the delightful sculptor Agostino di Ducci 

In the chapel of the Relics, next to the chapel of St. Sigismond of Hun- 
gary, Piero della Francesca was commissioned to paint in fresco the figure 
of the tyrant kneeling in homage before his patron saint [11.2]. The fresco 
bears Piero's name and the date 1451. Although the landscape background 
had almost completely faded even before the vicissitudes suffered by the 
fresco during World War II when the Tempio was severely damaged and 
before its recent cleaning, the essential decorative beauty of the fresco still 
remains, How subtly Piero accents the rectangular elements of the architec- 
tural setting in the diagonal grouping of the figures and animals, The pa- 
tron saint seated at the left repeats the vertical accent. The kneeling tyrant 
stresses both the vertical and horizontal directions, and the lighter colored 
of the two elegant hounds reposing at the right continues the horizontal and 
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completes the diagonal with the line running from head to haunch. But at 
the same time Piero intermingles curvilinear elements everywhere to relieve 
the rectilinear, such as the fruit swags at the top, the roundel between the 
pilasters at the right, the orb in the saint's hand, the head of the tyrant, and 
the elegantly curved neck of the hounds that repeat in patterned contrast 
of light and dark the curves of the swags above, And how successfully Piero 
maintains Sigismond as the predominant figure in spite of his position at a 
lower level than the saint, as was proper! No accessories or unnecessary de- 
tails mar the simple beauty of the fresco. The colors too are telling. The 
architecture is a whitish-gray; the figures are accented in purple and green, 

It is not certain when Piero visited the Este court at Ferrara as Vasari 
relates, It is possible that this visit took place before he went to Rimini, 
But that some work by him existed at Ferrara is evident from the strong 
traces of his style in the works of certain Ferrarese painters, as we shall see 
later, Of his work in the Vatican in Rome nothing exists either, except no- 
tices in documents of the year 1459. His frescoes there had to make way for 
the masterpieces of Raphael. 

It was on the walls of the choir of San Francesco at Arezzo that Piero 
painted one of the most beautiful and important series of all times. Other 
artists may have painted subjects with greater didactic, religious, or philo- 
sophic content-which did not concern Piero very much-or may have 
ated designs of greater virtuosity, but no one has ever achieved such breath- 
taking effects of subtle color. 

The decoration of this choir had originally been entrusted to the Flor- 
entine painter Bicei di Lorenzo in 1445, Bicci died in 1452 without having 
finished the project and not until later in the 1450's did Piero undertake to 
finish it, The frescoes must have been finished by 1466 because a document 
of that year mentions Piero as the one who had finished them. The subject 
matter for the frescoes had been taken from the Legend of the Holy Cross 
as related in the thirteenth-century Golden Legend by Jacopo da Voragine.* 
Brielly the story is that Seth, Adam's son, presented himself at the gate of 
Paradise to ask for oil from the Tree of Merey with which to anoint his 
aged father and extend his life, Seth was refused the oil but was 
branch of a tree to plant, which branch when grown into a tree would save 
his father Adam, But Adam died before Seth's return. The branch, planted 
however, grew into a huge tree destined later to furnish the wood for the 
Saviour's cross, When Solomon decided to build the temple at Jerusalem, a 
search was made for large trees, Adam's tree was cut down and transported 
to the Holy City. Because it was too big for use, it was discarded and thrown 
across a pond as a bridge. When the Queen of Sheba made her historic visit 
to Solomon's court she passed by the discarded tree and with foreknowledge 
of its future destiny knelt to worship it. On her return she wrote Solomon 








* The Golden Legend of Jacobus de Voragine, translated and adapted from the Latin 
by Granger Ryan and Helmut Ripparger. Part I, pp. 269#. under May 3, the Invention 
of the Holy Cross. London-New York- Toronto, 1941. 
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that the man who was to be hanged from this tree would some day bring 
the kingdom of the Jews to an end. Solomon then had the wood hidden 
away. At the time of Christ's Crucifixion the wood was found floating on 
top of a pond, was taken by the Jews and shaped into Christ's cross. After 
the Crucifixion the location of the true cross was lost. In the fourth century 
St. Helena, a devout Christian, attempted to convert her son the Emperor 
Constantine to her faith. He finally adopted the new religion but only after 
the successful battle against his rival Maxentius. The night before the battle 
an angel of the Lord had appeared in a dream to Constantine, showing him 
the cross and telling him that he would win if he adopted the cross as his 
standard. Later Queen Helena made a pilgrimage to the Holy Land in search 
of the cross. She was informed that a certain Judas at Jerusalem knew the 
secret of its location. He refused to divulge the information until after he 
had been shut up in a dry well for days. But three crosses were found: the 
true cross and the two on which the thieves had been crucified. To estab- 
lish which was the cross of Christ, a cadaver was brought in and resusci 
tated when the true cross was held over him. St. Helena took some reli 
of the cross with her for her son the emperor, but left the cross itself at 
Jerusalem, Later, in the seventh century, the Holy City was captured by 
the Persian king Chosroés II, who carried off the cross. The Byzantine em- 
peror Heraclius pursued him, defeated him in battle, and undertook to re- 
turn the cross to Jerusalem in a great triumphal procession. As Heraclius 
approached the walls of the city an angel appeared on the battlements to 
remind him that the Saviour Himself had entered the Holy City humbly and 
without pomp. So Heraclius dismounted and entered Jerusalem on foot ac- 
companied by a few companions, 

Piero took the major episodes of this legend as the basis of his decora- 
tion of the choir walls, but he arranged them to fit the decorative scheme 
he had planned. The right and left walls of the sanctuary of the church are 
each subdivided into two horizontal bands topped by a lunette. On the right 
side, from top to bottom, are: the Last Days of Adam (lunette) [11.4], the 
Meeting of Solomon and the Queen of Sheba, and the Battle of Maxentius 
and Constantine. On the left side [11.3] in corresponding order are: Hera- 
clius with the Cross before the Walls of Jerusalem (lunette), the Finding 
and Identification of the True Cross, and the Battle of Heraclius and Chos- 
roés. The same banded subdivision continues along the end wall on either 
side of the long window and the six spaces thus formed are also frescoed. 
The two part-lunette spaces contain each a figure of a saint or prophet. The 
upper space to the right of the window and adjoining the Solomon and Sheba 
fresco has the scene of the Hiding of the Wood [11.6]. Below it, next to the 
Battle scene of Constantine and Maxentius, is the Dream of Constantine, On 
the left side of the window and adjoining the fresco of the Identification 
of the Cross is the scene of the Jew Judas hauled up out of the Dry Well: 
and below this is the Annunciation to the Virgin [11.5] next to the Battle 
between Heraclius and Chosroés. 
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In each of these ten scenes Piero states clearly, singly or collectively, 
his interest in the problems of form, light, design, and color that obsessed 
him, In the Annunciation [11.5] he shows again, as he had in the Madonna 
of the Misericordia, how he thought of the human form in architectonic 
terms. Here he makes it even more striking by placing the Madonna be- 
side an actual column, two vertical eylindrical repeats-the one inanimate, 
the other animate-stressing the essential solidity of form. The same is true 
in a detail of the scene in which the Queen of Sheba meets Solomon. The 
fluted column of the portico is repeated in the form and drapery of the 
queen, In a group around Adam [11.4], we meet Piero's favorite design of 
upright and circle. (In the group itself are beautiful contrasts of nude and 
draped forms.) The same design, varied somewhat, appears in the scene 
of Helena and her attendants kneeling before the True Cross and is re- 
peated two-dimensionally in the paneled decoration of the background. Piero 
achieves in wonderful fashion the atmosphere of reverent awe by means of 
the grouping and by the gestures of his static forms, In the fresco of the 
Hiding of the Wood [11.6], his mastery of diagonal design is apparent in 
the simple but effective organization of the elements at hand and anticipates 
by a hundred years Tintoretto's design of the Road to Calvary in the Scuola 
di San Rocco, Venice [27.9]. 








The Problem of Form in Light 


As a realist, Piero was interested in a specific problem concerning form: the 
creation of form in light. Masaccio had taken the initial step toward solu- 
tion of this problem, but in order to make his thesis clear Masaccio had re- 
sorted to the artificiality of showing the form emerging from a dark back- 
ground into a spotlight, the shadow side of the form merging into the back- 
ground. As a true pupil of Domenico Veneziano, Piero wanted the form to 
exist in light-that is, in daylight-a much more difficult problem to solve, 
because light has a tendency to silhouette or to blur form (as the nine- 
tcenth-century impressionists were to discover). But since form was still the 
major element in fifteenth-century Italian composition, Piero wanted both 
form and light. And he solved his problem by observing, and then putting 
down in paint, that a form in light has a line of reflected light" on the 
shadow side, since the light surrounds the figure, and that the shadow moves 
more toward the center of the modeled form, In this way Piero detached 
the form from the background and made it exist solidly and three-dimen- 
sionally in a lighted space. The column in the Annunciation scene [11.5] is 
one excellent example of this interest of Piero, but there are many others 
throughout the San Francesco frescoes, such as the heads and hands of the 
kneeling women in the scene of the Finding of the True Cross or the horses 
and men în the battle scenes. Even when he uses a dark background, as for 











* Perhaps observed from Castagno's initial use of reflected light, for example, the 
figures in the Last Supper [11.13] at Sant’ Apollonia, Florence. 
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example the wall behind the figure of a prophet, Piero makes the figure ap- 
pear surrounded by light and detached from the background by the use of 
reflected lights. A tour de force of this kind is seen in the altarpiece that 
Piero did later for the monastery of San Bernardino at Urbino, now in the 
Brera Gallery at Milan, in which he suspends an egg on a thin string from 
the shell niche above the Madonna's head and makes it appear to be hang- 
ing free in space. 


The Problem of Light 


The whole problem of light was a major concern for Piero. His paintings, 
like those of his master Domenico, have none of the murkiness of other con- 
temporaries but are filled with a pearly luminosity suggesting the daylight. 
‘The two battle pictures in San Francesco at Arezzo are striking examples of 
this. We have seen how Uccello in his battle pictures [10.20] used a strong 
light only in the foreground where the objects he wished to paint in fore- 
shortened positions were placed, and how the light in the background was 
dull, giving it the effect of a backdrop. There was a unity of design but not 
of light, In Piero's battle scenes the background as well as foreground is full 
of light. It brightens the far-distant horizon and edges of the small clouds 
in the blue sky. It filters through the forest of horses’ legs accentuating the 
weighty bulk of chargers and riders. 

‘Another tour de force in light effects is present in the scene of Con- 
stantine's Dream. It is night, and the angel of the Lord flies down from 
heaven bearing a gleaming cross that spotlights the figure of the emperor 
reclining behind the open curtains of his tent. Piero here experiments with 
the problem of having the source of light inside the picture. Hence the fig- 
ures in the foreground between the spectator and the source of light must 
be in shadow, This was a favorite theme much later with Mannerist and 
Baroque painters, who frequently represented a figure holding a lighted can- 
dle or lamp in a dark room. 








The Problem of Color 


The problem of light brought with it the problem of color-not color as 
hitherto used conventionally and arbitrarily but color as the observed coun- 
terpart of light, Piero's accomplishments in the field of color are unique in 
all Renaissance painting. Not until the time of Vermeer or until the nine- 
teenth-century impressionists would color be studied in its relation to nature, 

Piero was the first realist in color. He did not have the advantages of 
more modern inventions, such as the spectroscope, and consequently he did 
not paint color in the modern realistic manner, but he did observe and set 
down general truths about color. For example, in his panel painting of the 
Baptism of Christ [11.7] in the National Gallery in London, the most in- 
tense red and blue are found on the figures nearest the left-hand foreground. 


11,7. Pieno DELLA FRan- 

cesca: Baptism of Christ 

(e. 1440-1445). Panel 

painting, 65%” x 45 

National Gallery, Lond 
ann) 








Farther back the figures are painted in a lighter blue and pink. That is, 
Piero had observed that color in nat 
to it and that it loses its intensity as it approaches the horizon, This was, of 
to the observation Masaccio made 





re is more intense the nearer you are 








course, a general observation. It is simi 
as to the loss of detail with distance. What Piero did not re 
do, is that red and blue are most intense in different places of the color- 
value sc. 

But I erve that color in light is what we call * 
in the shadow is "cool" In the la 1 of the Nativity in the National 
Gallery in London, the lighted section of the wall of the manger is painted 
in a warm gray and the shadow in a bluish gray. In fact, Piero's color 
schemes throughout all his paintings are based on this general principle. 
He starts with a basic gray and builds up the colors in alternating values 
of blue and red to their intensities. For contrast he also uses white and 
black as the extremes of noncolor values-that is, he uses black, white, and 
gray and then builds up the warm and cool blues and reds from neutral 
gray to their intensities. This was almost a convention with him. And then 
fashion he turned his observed realisms into a decorative 
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Pieno peLLa Francesca: 11.8 (loft) 
Madonna del Parto (c. 1460). Fresco, 
life size. Cemetery chapel, Monterchi 
(Anderson). 11.9 (above). Detail from 
Resurrection of Christ (c. 1460). Fresco. 
Town Hall, Borgo San Sepolero (Ander- 
son) 








scheme that added so immeasurably to his final effects. It was 
warm and cool grays that gives such pearly luminosity to his pictures and 
simulates the effects of daylight. His realisms of form and color wedded to 
is architectonic designs and his subtle decorative sense created the over- 
Iming effects experienced in the frescoes of San Francesco, 





is use of 












During the period when Piero was at work on the Arezzo frescoes he ap- 
parently undertook other commissions. Among these, judging by the style, 
must have been the Madonna del Parto at Monterchi [11.8], perhaps Piero's 
finest Madonna. After being in the Palazzo Communale at Borgo San Se- 
polcro for a considerable time, the fresco has now been restored to the small 
cemetery chapel at Monterchi, his mother's native village, Once again Piero 
reveals his mastery of simple form and design to create an effect of dignity 
and serenity. Two angels in green have swept aside the ermine curtains of 
an enclosure to reveal the Madonna clad in a heavy purple robe present- 
ing herself to the public in her pregnant condition. In simple stateliness she 
points to the opening part in her garment covering the womb in which lies 
concealed the coming Saviour of the world. Like some contemporary prin- 
cess who through established custom showed herself in the condition of ex- 
pected motherhood to assure her subjects of an heir to the throne, the Vir- 
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gin here presents herself to the audience of the faithful. The effect is sim- 
ple, dramatic, electric, achieved by another variant of Piero's favorite tent- 
like composition. 

One of Piero's most breath-taking performances in paint also belongs to 
this period. It is the fresco of the Resurrection of Christ [11.9] in the Pa- 
lazzo Communale at Borgo San Sepolcro. In the background the trees are 
both bare and in full foliage, symbolizing death and life. In the foreground 
the impressive gray figure of Christ rises vertically out of the tomb like a 
ghostly apparition, materializing before your eyes and hypnotizing you with 
the intensity of His stare. Never before or since has the significance of the 
"resurrection of the body" been so powerfully represented. The effect is all 
the more startling because of the rich rose-pink mantle thrown over Christs 
left shoulder accentuating the marble pallor of His flesh. In front of the 
sarcophagus four guards lie huddled in a comatose sleep; the head of the 
second one from the left is remarkably foreshortened. Their dark-purple, 
bumt-orange, and green garments contrast sharply with the gleaming form 
and mantle of the Risen One. 

The court of the humanistic Duke of Urbino, Federigo da Montefeltro, 
attracted a number of creative artistic personalities from northern Europe as 
well as from Italy. Piero had apparently been there on several occasions and 
later in life lived in Urbino for a while. Very few of the pictures cited by 
Vasari as painted at Urbino have survived. A beautifully painted small Flag- 
ellation in the Urbino gallery has been variously dated in the 1440's and late 
1450's. Both the architecture represented in the panel and the color scheme 
used seem to point to the later date; the architecture in the background 
reflects the style of Alberti, and the colors build up from neutral grays to- 
ward warm and cool intensities. 

The portraits of the Duke and the Duchess of Urbino [11.10, 11.11], 
now in the Uffizi, are the most important paintings surviving from Piero's 
sojourn at Urbino. They are small panels forming a diptych. They can be 
dated with reasonable certainty in 1465 on the basis of a poem written in 
that year praising the portraits, On the front of each panel is the profile 
portrait fashionable in the early Renaissance. A far-distant landscape fills 
the background as though the sitter were placed at a window of a castle 
high on a mountain. This far-distant background—which, in mentioning Bal- 
dovinetti’s Madonna in the Louvre [10.25], we suggested as possibly derived 
from Flemish paintings—gives emphasis to the profiled head in the fore- 
ground. In both portraits every detail of the physiognomy has been set down 
with accuracy, with no attempt to beautify the subject. Duke Federigo was 
an ardent jouster. In one of the tournaments he had sustained a broken nose 
and the loss of his right eye when struck by his opponent's lance. Piero shows 
the profile with the good eye but delineates the notch of the broken nose. 
Battista, the duchess, looks much older than she actually was. She died in 
1472 after giving birth to her son Guidobaldo. She was twenty-six years of 
age, but in her short married life had borne many children. 
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Piero peLLA Francesca: 11.10 (left). Duchess 


Duke of Urbino (1465). Panel paintings, each 18 





1465). 11.11 (right) 
Uffizi (Anderson) 





The lack of physical beauty in the sitters, however, is heavily compen- 
sated for by the beauty of the color, the sparkle of the jewels, the sheen of 





the brocade, and other meticulous rendering of details. How effective is the 
contrast between the swarthy dark-haired duke clad in red hat and jacket, 
his face covered with blemishes, and the blond, delicately complexioned 
duchess bedecked with jewels and brocade! Piero's decorative talent is also 
apparent in the subtle linking of the portraits in the foreground with the 
distant backgrounds. The latter are filled with criss-crossed fields, dotted 


trees, cone-shaped hills and mountains, winding roads and streams, all of 





which are rhythmic repeats of shapes and lines present in the silhouettes, 
physiognomies, clothes, and adornments of the two sitters. The multiplicity 
of parts in the background also emphasize the quiet dignity of the duke and 
the duchess, On the reverse of each p 











nel Piero indulges in allegorical rep- 
resentations. Again we find the distant backgrounds far below the elevated 
plateau of the foreg which the duke and duchess in small scale are 
riding on triumphal chariots, each on the reverse side of his respective por- 


und. 





trait. Fame and the four cardinal virtues personified accompany the duke in 
his chariot drawn by white horses. Unicorns, the symbols of chastity, draw 
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the chariot of the duchess who has Faith, Hope, and Charity in her entour- 
age. 

‘The Duke of Urbino appears again in the altarpiece, now in the Brera, 
which was presumably painted at the time of the birth of his son Guido- 
baldo and the death of his wife for the church of San Bernardino at Urbino 
in 1472. The duke appears as the donor kneeling at the foot of the Ma- 
donna's throne, It is rather a lifeless painting in which assistants evidently 
collaborated. It does contain, however, as previously mentioned, the repre- 
sentation of the egg that seems to be suspended in space by a thread above 
the Madonna's head. 

Toward the end of his life, Piero seems to have been primarily inter- 
ested in his art theories and in architecture and thus gave less attention to 
painting. What we have left of his work, however, clearly demonstrates his 
assimilation of and interest in the new progressive art and architecture of 
the fifteenth century as propounded and practiced by Brunelleschi, Masaccio, 
Uccello, and Domenico Veneziano. Especially out of his association with 
Veneziano and with the architect Alberti did he form his own art in which, 
as we have stated, he represented both animate and inanimate form as some- 
thing fundamentally geometric and static in order to emphasize its archi- 
tectonic quality. Then he represented that solid form in full light, and from 
his study of outdoor light was able to approach the fundamental problems 
of realistic color, Through his architectonie figures and groups he was also 
able to convey an emotional dignity and power that at times is almost over- 
powering. 








Andrea del Castagno 


It has been traditional to consider Andrea del Castagno as belonging to the 
same generation as Masaccio, Uccello, and Domenico Veneziano. Recent re- 
search, however, has brought to light the fact that he was born in 1421, if 
mot earlier, and hence was a contemporary of Piero della Francesca. His 
work during his comparatively short lifetime-he died in 1457 at the age of 
about thirty-six—is therefore interesting in relation to that of Piero. Both men 
were interested in the problems of form and the effect of light on form. Both 
had connections with Domenico Veneziano from whom they presumably de- 
rived their interests in light. Yet in spite of certain resemblances in style at 
times, the results Piero and Andrea achieved were essentially different. As 
we have seen, Piero's generalized forms had something static, something ar- 
chitectonic about them. Andrea's forms, on the other hand, showed the im- 
pact of contemporary sculpture on his style, in particular of the sculpture of 
Donatello both in the use of the heavy Burgundian-Gothic drapery and in 
the surface musculature of the bodies. To Andrea animate form was capable 
of action and movement and of emotion. A certain harshness pervades much 
of his work, although at times, as in his Entombment of Christ, to be men- 
tioned shortly, he achieves an amazing tenderness of emotion. 
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As a talented country boy, he came to Florence in his teens from his 
native village of Castagno. At the age of nineteen he had sufficiently proved 
his ability in painting to be given the commission—although a disagreeable 
one-of painting in effigy on the exterior walls of the Bargello the figures of 
certain conspirators against the Florentine government who had been de- 
feated at the battle of Anghiari but had escaped capture. He painted them 
as hanged by their feet. For this he had annexed the nickname of “Andreino 
degli Impiccati,” Andrew of the Hanged Men. Perhaps it was on account of 
his unpopularity in certain quarters resulting from these frescoes that he de- 
cided to leave Florence for a time. At any rate in 1442 he signed and dated 
together with a Francesco da Faenza the frescoes that adorn the vaulted 
sections of the apse of the chapel of San Tarasio in San Zaccaria in Venice. 
These are adorned with figures of God the Father, the four standing evan- 
gelists with their symbols, St. John the Baptist, and St. Zacharias. The un- 
derside of the apse arch is decorated with an arabesque of prophet busts in 
medallions supported by putti. These frescoes have recently been cleaned 
through the efforts of Professor Muraro,” who in the process discovered that 
the head and hands of St. John the Evangelist were the work of Domenico 
Veneziano whose presence in Venice at that time with Castagno had not 
previously been known. That a close relationship could have existed between 
the older and the younger painter, perhaps a rivalry, seems quite possible, 
Vasari suggests a rivalry existed between them when both later worked on 
the frescoes, no longer extant, in San Egidio, Florence. Antonio Billi a late- 
fifteenth- and early-sixteenth-century biographer of artists states in his life of 
Castagno that he, Castagno, in a fit of jealousy killed Veneziano by hitting 
him over the head with an iron bar. Vasari, characteristically, later elabo- 
rated on this reported episode. That it was a piece of slander is clear from 
the fact that Veneziano actually died four years after Castagno. 

“The frescoes in the chapel of San Tarasio show, in the heavy drapery 
of the figures and in the use of the putto arabesques, the influence of Dona- 
tello's sculpture on Castagno even at this early date, There are also echoes 
in the draperies of the style of Masaccio and Masolino; and the head of St. 
Luke, as Professor Muraro has pointed out, is very Masaccian.t 

Returning to Florence, Castagno made cartoons in 1444 for stained glass 
windows in the cathedral-the Pietà and the Coronation of the Virgin-and 
set to work on his now-famous frescoes in the refectory of Sant’ Apollonia 
in Florence: the Last Supper [11.12], the Crucifixion, the Entombment [11.13], 
and the Resurrection. 

The Last Supper [11.12] is the first of a series of noteworthy Renais- 
sance paintings of that subject of which the most famous is by Leonardo 
da Vinci. Castagno’s version is a very simple and powerful one. He follows 











* Michelangelo Muraro: “Domenico Veneziano at San Tarasio,” The Art Bulletin, 
1959, vol. XLI, pp. 151-158. 

For a discussion of Castagno's earlier work in Florence before going to Venice, 
Frederick Hartt: “The Earliest Works of Andrea del Castagno,” The Art Bulletin, 1959, 
vol XLI, pp. 1598. 





1142. ANDREA DEL. Casracxo: The Last Supper (1445-1450). Fresco. Sant' Apol- 
lonia, Florence (Alinari) 


n Christ announces that one 
de 
scene is set in a rectangular room deco- 
nent that reflect the architectural taste of 


the old traditions of choosing the moment w 





of the disciples will betray Him,® and of placing Judas on the opposite 
of the long table from Christ. 
rated with panels of marble reve 
the period and at the same time give the artist an opportunity to play with 
the problem of interior perspective. The design is a simple organization of 


vertical, horizontal, and diagonal elements with very few curvilinear details 











to relieve the predominatingly rectangular effect. The horizontal line of the 
table, the panels on the walls, the placing of the figures—all contribute to 
this effect, In part the setting is an excellent foil for the rugged simplicity 
of the content Castagno has given the scene, expressed most powerfully in 
the heads and hands of Christ and His disciples. The restrained richness of 
the architectural details and the handsome sphinxes at the 
ble bench create a subtle contrast with the heavy plebeian figures se 
the table like so many pieces of bronze sculpture. Their awkward rigidity 
calls to mind the venerated figure in bronze of the Prince of the Apostles in 
St, Peter's in Rome. 

In the wall space above the red-tiled roof of the room in which the 
Supper takes place are the three scenes, from left to right, of the Resurrec- 
tion, the Crucifixion, and the Entombment [11.13], separated by the two shu 
tered windows but held together into a unified composition by the flying 
angels above each turning in toward the Crucifixion. Each of the three scenes 
is powerfully rendered. Christ is a beardless young athlete in all of them, 
rising starkly from the grave in the Resurrection scene almost in the 
ner of Piero della Francesca's Resurrecting Christ [11.9], hanging in lone 








ids of the mar- 
ound 
































* As related in John 13:211f where John is described as “leaning, on Jesus’ bosom.” 
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11,13 (above), ANDREA DEL CASTAGNO: 
Detail from Entombment (1445- 
jant” Apollonia, Florenc 
printendenza) 





14 (right). Axonza pei Castao 
Pippo Spano (1450-1457). Fresco 
Apollonia, Florence, from Villa P 
(Anderson) 











lolfini 





dignity on 
St. John, touchingly rendered, and the elderly Joseph of Arin 

A beautiful example of Castagno's art, more ft 
delicate than usual in color, is the young David with Goliath's head that i 
painted on the front of a leather ceremonial shield. Formerly in the Wide 
Collection in Philadelphia, it is now in the Na Gallery in Washington. 
Veneziano's influence is surely perceptible in the colors. 

Since Giotto's time, there had been a number of instances when famous 
personalities, past and present, had been used as subjects for wall decora- 
tions in a “hall of famous men” of some chai 
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or palace. Castagno used 
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15. Anonxa pi. Casracso: Crucifixion (c. 1450). Fresco. Sant' Apollonia, Flor- 
tence, from Santa Maria Nuova (Alinari) 








such an idea for the decoration of a room in the Pandolfini Villa at Legnaia 
He chose as his subject three famous women of ancient times (the Cumean 
Sibyl, Queen Esther, and Queen Tomyris), three great Italian writers (Dante 
Petrarch, and Boccaccio), and three contemporary warriors of note (Farin: 
degli Uberti, Niccolò Acciaiuoli, and Pippo Spano [11.14]). They form 
imposing array, set as they are in a continuous series like statues against the 
dark paneled background of the wall. A putto frieze reminiscent of Dona 
tello n blelike beauty of the Sibyl c 
trasts strikingly with the swaggering swarthiness of Pippo Spano. These fres- 
coes were later transferred to the Castagno museum at Sant' Apollonia. 

In the fresco of the Crucifixion with the Virgin and St, John and with 
SS. Romuald and Benedict [11.15] from Santa Maria Nuova, now also in the 
Castagno museum in Sant Apollonia, the figure of Christ is very close in 
feeling and in execution to Donatello's bronze crucifix a Croce. The 
nuscular details of Christs chest, His fingers and toes are carefully arti 
lated, The figures at the foot of the cross are clad in heavy Burgundianlike 
draperies as are the figures of Donatello's prophets on the cam 

In 1456, the year before his death, Castagno was commissioned to do in 
fresco the equestrian portrait of the condottiere Niccolò da Tolentino [11.16] 
in the cathedral of Florence as a counterpart to Uccello's portrait of Sir John 




















along the top of the wall. The m 
































n portrait of Niccold 
ino (1456). Fresco. 
Cathedral, Florence (Alinari) 








Hawkwood [109]. A marble monument to Tolentino, who had died in 1435 
and was buried im the cathedral, had long been under consideration. In 
Castagno's fresco portrait, in contrast to Uccello's of Sir John Hawkwood, 
there is a greater sense of movement and more muscular detail. The influ- 
ence of Donatello's sculpture is once more apparent. Donatello had worked 
a great deal in bronze, and bronze (in contrast to marble) reflects light, 
sharply causing bright thin lines to appear along the edges of forms and 
drapery. Details look harder and more brittle than they do when sculptured 
in marble, These thin wiry lines of light seen on bronze sculpture appear 
frequently in Castagno's painting. The base for the equestrian statue por- 
trait, however, is painted in imitation of marble. It is a simple and power- 
ful design, the base being supported by a huge shell and two heavy con- 
soles, the severity of the main rectangular section being relieved by the light 
anthemion molding that tops it and by the delightful small nude shield- 
bearers wearing plumed hats who are set at the two corners of the plat- 
form. 
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Antonio Pollaiuolo 


In the paintings of Antonio Pollaiuolo (c. 1432-1498) we can recognize cer- 
tain characteristics that were present in the works of his master Andrea del 
Castagno, but which Pollaiuolo as a specialist developed to a very high de- 
e. These were, form in action—at times violent action—and line. At his 
best he combined the two, expressing form in action by means of line, His 
inborn sensitivity to line was fostered and developed by his training and 
professional activity in sculpture, particularly in sculpture of the most deli- 
cate kind in gold, silver, and bronze. This creation of small sculpture also 
gave his style a certain elegance that is almost always present in his work 

‘The small panel in the former Kaiser Friedrich Museum in Berlin of the 














young David [11.17] straddling the head of Goliath reflects his training as 
a goldsmith in the hard brittle outlines of the silhouette, in the features, and 
in the hands, A certain tense nervousness and restlessness is apparent in the 
style plus a n the attitude and in the pose of the 
hands and head of the slim, young contemporary dandy 





elegant sophistication 


11.17. Axrowto Pottarvoro: David 
(c. 1470). Panel painting, 18%" x 
19%". Former Kaiser Friedrich Mu- 
seum, Berlin (Bruckmann) 
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ANNA 





11,18 (left). Antonio Potrarvoro: Her- 
cules and Antaeus (c. 1470). Panel, 6%" x 
31^. Formerly in Uffizi, Florence, now lost 
(Alinari) 








12.19. Asrosio PorLaroLo: Battle of the Ten Nudes (c. 1470). Engraving, 15%" x 
23" (Alínari) 
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In the two small panels formerly in the Uffizi, each representing one 
of the Labors of Hercules—the Strangling of Antaeus [11.18] and the Slay- 
ing of the Hydra-this nervous intensity is combined with an attempt to 
portray muscular form in action. This leads to an exaggeration of form and 
expression, Hercules grits his teeth as he puts everything he has into the 
lethal squeeze that keeps Antacus' feet off the ground from which the giant 

ht gather strength. Antaeus howls as arms and legs flail the air in his 
vain death struggle. Remarkable is the right angle in Hercules’ back, like 
an angle iron, that accentuates the sense of strain to which Hercules is put 
to support the giant's weight. In the Slaying of the Hydra the long necks of 
the monster and the tail of Hercules lion's skin supply curvilinear whiplike 
rhythms to give action to the scene. The far-distant landscapes in the panels 
show the influence of Pollaiuolos second master Baldovinetti,* the pupil of 
Domenico Veneziano, The two panels were lost during World War II while 
the Germans were transferring them from a villa near Florence where the 
Italians had placed them for safekeeping to a depot in the Italian Tyrol. 

In a slightly larger panel with another of Hercules’ Labors—the Slaying 
of the centaur Nessus who is carrying off the maiden Danaira—now in the 
Yale University Art Gallery—Pollaiuolo had difficulty relating the distant river 
valley to the figures in the foreground, The latter are made to stand in the 
waters of the river that seems to be rushing far below them because of the 
bird's-eye view of the panoramic landscape background. 

It was in the drawing of figures in outline that Antonio excelled. Un- 
questionably he had seen examples of Greek red-figured vase-painting in the 
Medici collection in which the figures of athletes, heroes, and others are 
delicately outlined against a dark neutral background. In the frescoes un- 
covered in the Villa Gallina near Florence, Pollaiuolo painted such figures 
in a frieze of nude youths performing a bacchanalian dance. One of these 
figures assumes the identical pose of a dancing satyr on an existing Greek 
vase. 

In two bistre drawings now in the National Gallery in London, Pol- 
Jaiuolo again imitates the method of drawing found on Greek vases. What 
is represented in the London drawings is an enthroned figure before whom 
bound captives are brought, and all the figures are nude. It is in such crea- 
tions in line that Pollaiuolo excels. He captures in the outline of the forms 
the easy natural rhythms of movement. 

His famous engraving of the Battle of the Ten Nudes [1129] suffers 
by contrast, because Pollaiuolo has undertaken to cover the surface of the 
forms with many small muscles. These details were intended to emphasize 
the effect of strain and action, but instead they tend to make the forms rigid, 
Pollaiuolo had not observed that a form in action does not have all its mus- 








* With whom Antonio and his younger brother Piero also collaborated ín the decora- 
tion of the Portogallo chapel in San Miniato, Florence. Piero, a weaker painter than 
Antonio, was commissioned to do the figures of the personified Virtues for the Mercatanzia, 
Florence, now in the Uzi. 
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tyrdom of St. Sebastian (e. 
^. National Gallery, London 








475). Panel painting, 114 
Anderson) 


cles tensed; some are fle: 





ed, others relaxed. But in his print it is the design 
and not the details that gives the sense of action, This is accomplished by 
the swing of the circle at the top formed by the brandished swords and by 
the revolving oval compositions of the figures to right and left below. These 
latter act as buttresses for the angular, top-heavy, V-shaped design of the 
two central figures, who by themselves are completely off balance, How 
much more successful and satisfying Pollaiuolo’s results are without the use 
of all this descriptive surface detail is nt in a fr 
now in the Fogg Art Museum of Harvard University 
left corner of the print. 












ent of a drawing 
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His style is nicely summed up in the late painting in the National Gal- 
lery in London, the Martyrdom of St. Sebastian [11.20]. Here are beauty of 
linear expression, interest in the nude in action, Classic motifs, and far-dis- 
tant landscape. A close examination of the details is well worth while-for 
example, the head of the archer at the left raising his bow, the Roman tri 
umphal arch with the relief of a battle scene, and the details of the back- 
ground. 

It is worth noting that Pollaiuolo was the first artist in the fifteenth cen- 
tury to use Classical mythological subjects as the main themes in his paint- 
ings. This is good evidence of the inroads of Classical art and culture on 
the art and culture of Italy, even to the extent of imitating and monumen- 
talizing the Classical technique of drawing found on Greek vases. 





We began this chapter with the work of an artist-Piero della Francesca— 
who insisted on establishing form by means of light and shade and on keep- 
ing it solid even in an outdoor light. The result was an essentially static 
form. We end the chapter with another genius—Antonio Pollaiuolo—who is 
equally interested in establishing form but, in his case, by means of a fluid 
line with which he can set that form in motion. The work of Andrea del 
Castagno, apart from other things, bridges the apparent gap between these. 
two extremes. Piero della Francesca's later fellow Umbrians will demonstrate. 
what can be done further with solid forms; Pollaiuolo's Florentine successor 
and compatriot Botticelli, and eventually Leonardo da Vinci, will perform 
miracles with forms by the use of line, 
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SI? 
Fra Angelico and His 


Pupil Benozzo Gozzoli 





AINTING had for centuries been the "handmaiden" of religion, so we 
need not be surprised to find it in the fifteenth century still playing the 
same role and providing the progressive painters with subject matter for 
working out their new technical problems relating to forms and background. 
Masaccio used Adam and Eve or figures in baptismal scenes for his studies 
of the nude form; Piero della Francesca used battle scenes from religious 
legends for his experiments with outdoor light. Naturally there were excep- 
tions reflecting the growing interest in secular and in Classical mythological 
subjects, such as the battle pictures of Uccello, the Labors of Hercules by 
Pollaiuolo, and the profile portraits by various painters, 

To gather an impression of how and to what extent the progressive trend 
affected contemporary painters whose primary interest was religious expres- 
sion, we will examine in this and the next chapter the work of two painters, 
Fra Angelico and Fra Filippo Lippi, each a member of a religious commu- 
nity. They are two radically different personalities, Angelico representing the 
medieval mystic type of monk, Lippi representing the type that also loved 
the material things of this world. Much ink, both facetious and sentimental, 
has been spilled about these two painters by writers of the nineteenth cen- 
tury and later and has produced false impressions about their accomplish- 
ments and the meaning of their art, Let us therefore examine their work 
without prejudgments, if possible, and enjoy their actual significance in the 
light of the time in which they lived and labored. 
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Fra Angelico 


Fra Angelico, whose real name was Guido da Viechio, was born in 1387 and 
died ín 1455. As a youth in his teens he had probably studied painting with 
the Camaldolese monk Don Lorenzo Monaco and had been trained in min- 
iature painting and in the Gothicisms of the International Style. When he 
was about eighteen, a certain Giovanni Domenici came to Florence to preach 
against existing “pagan” luxuries. Fired by his eloquence, the young Guido 
together with several friends left the worldly life to become Dominicans. 
He made his novitiate at San Domenico at Cortona and took orders in 1408 
at Fiesole, outside Florence, 

At that time the religious world was in a state of confusion and the 
Church was torn apart by the Great Schism, with rival popes at Rome and 
Avignon claiming the right to St. Peter's throne. The Council of Pisa in 1409 
deposed both Gregory XII and Benedict XIII and elected Alexander V. But 
the deposed popes refused to abdicate and for a time authority was claimed 
by three popes, each with his supporting factions, Since the Dominicans at 
Fiesole had been loyal to Gregory XII they had to flee, first to Cortona and 
then to Foligno. The schism was finally healed in 1418 under Martin V, 
and, with Fra Angelico among them, the Fiesole monks returned to their 
monastery at San Domenico, 

From 1418 until about 1435 Fra Angelico painted in the style most usually 
associated with his name, This style was completely Gothic in the good In- 
ternational tradition. As examples, we have a mumber of paintings on small 
reliquary shrines commissioned for the church of Santa Maria Novella in 
Florence, One of these reliquary panels is the little standing Madonna delle 
Stelle, She and the Christ child are set against a gold background incised 
With lines to give the effect of a sunburst. The frame is Gothic and sur- 
rounded by stars. Another panel [12.1], now in the San Marco Museum, 
Florence, has the double representation of the Annunciation and the Ado- 
ration of the Magi, These are set against diapered drapery backgrounds 
common in French Gothic miniatures, The Assumption of the Virgin [122] 
in the Isabella Stewart Gardner Museum, Boston, was also part of a painted 
shrine. In all three panels the colors are blond, the backgrounds gold and 
decorative, and the drapery calligraphic und Gothic. The emotional content 
is very simple and childlike, In the Gardner Assumption, the girlish-looking 
Madonna raises her eyes in ecstacy to the rayed, golden heaven to which 
she is being wafted by the joyful, blissful angels. Each of two small panels 
in the Turin Museum, parts of some larger composition, also contain an en- 
raptured angel seated on a cloud floating through the golden void. Incised 
rays sparkle at the base of the clouds. 

As the result of the writings of the romantic nineteenth century men- 
tioned above about these naive, childlike, blissful creations, Fra Angelico is 
often judged, or passed by, as a delightful, charming painter, secluded in 
his cell with no experience of life and consequently painting a series of nice 
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colorful paper dolls, How very wide of the mark that judgment is! As we 
shall see, these pictures reflect the mystical religious attitude widely current 
in medieval days and assumed today throughout the world-a mystic being 
one who has intense desire to experience the Ultimate Real, God. Two types 
Of mystics were and are prevalent: the negative mystic who achieves his ob- 
jective by way of contemplation and visions; the positive mystic who reaches 
heaven by patterning his life on the life of Christ in this world, 

The Greek Neoplatonic philosopher Plotinus postulated God as a source 
of light from which everything emanated. The farther removed from the 
source of light the more material these emanations became, But once hav- 
ing issued from the light, they strive continually to be reabsorbed into the 
source from which they came. St. Augustine pointed out to his contempo- 
raries that this source was the Christian God and that the abíding place of 
light was Heaven. His teachings became the foundation for medieval and 
later mysticism. Dantes writings, particularly the Paradiso in the Divine 
Comedy, are shot through with this negative mysticism and mystical symbol- 
ism, In Conto XXIII of the Paradiso * he writes: 

As in the calm full moons Trivia smileth among the eternal nymphs who 
paint the heaven in each recess, | saw, above a thousand lamps, one sun 
which all and each enkindled, as doth our own the things we sce above; and 
through the living light outglowed the shining substance so bright upon my 
vision that it endured it not, 

Early in Canto XXX he sums up the whole mystical idea: 

We have issued forth from the greatest body into the heave 
pure light, light intellectual fullscharged with love, love of true good full 
charged with glad gladness that transendeth every sweetness, Here shalt 
thou see the one and the other soldiery of Paradise, and the one in those as- 
pects which thou shalt see at the Last Judgment. 


Surely Fra Angelico had read his Dante as every learned ecclesiastic 
and secular person did, and surely he had these lines in mind when he 
painted his famous Last Judgment in San Marco, Florence [12.3]. Christ is 
seated in a halo completely surrounded by incised gold lines that give the 
appearance of unearthly light emanating from His person. The apostles and 
saints about Him are all seated in the heaven of golden light. In the rep- 
resentation of Paradise at the left, groups of happy, childlike souls dance in 
a meadow of flowers or embrace with joy, each having little golden rays 
at their heads or feet as emanations from the great source of light in the center. 
In fact, this image of Paradise is in Canto XXIII of Dante's Paradiso: 
Wherefore doth my face so enamour thee that thou turnest thee not to 
we fair garden which flowereth beneath the rays of Christ? . . . [and] As 
under the sun's ray, which issueth through a broken cloud, ere now mine 
eyes have seen a meadow full of flowers, when themselves covered by the 
shade; so beheld I many a throng of splendors, glowed on from above by 
ardent rays, beholding not the source whence came the glowings. 
* Wicksteed and Oelsner translation, Temple Classics ed., 1936. Italics are mine. Au. 
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12.3. Fna Ascxuıco: Last Judgment (c. 1430). Panel painting, 41%" x 83°. San 
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of negative mystical painting have in recent years been attributed by a dis 
tinguished authority * to Zanobi Strozzi, a pupil of Fra Angelico. We can- 





* Sce bibliography at end of this chapter. John Pope-Hennessy: Fra Angelico, 
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not in this book enter into a discussion on attribution. But I cannot concur 
that a weak miniaturist, such as we know Strozzi to have been, should have 
produced such brilliant creations as, for example, the Last Judgment in San 
Marco and the Coronation in the Uffizi. Recognition of the existence of this 
{question of authorship does not in any way affect what has been written 
in the text, because, in either case, the pictures are the products of Ange- 
licos workshop and as such reflect the masters ideas and interpretations. 
These panels, by Angelico or from his workshop, have nothing whatsoever 
to do with nineteenth-century sentimentality but are the deep and sincere 
expression of the negative mystical attitude prevalent in medieval times. 

The well-known Madonna of the Linaiuoli (the linen weavers guild) 
[12.5], painted in 1433, belongs to the end of this early period. She is the 
central panel of a large triptych with the two St. Johns represented on the 
shutters. The blond Madonna wearing a powder-blue robe is enthroned be- 
neath a tentlike Gothic canopy. Along the beveled golden border of this 
central panel Angelico painted a series of angels each carrying a musical 
instrument, For generations these blythe spirits have furnished material for 
Christmas cards. The predella panels with scenes from the lives of the two 
saints are beautifully painted. 


An important change took place in Angelico's approach to his religious sub- 
ject matter about the middle of the 1430's. We may note it first in the large 
Coronation of the Virgin [12.6], at present in the Louvre. Here the scene 
takes place on earth and not in a golden heaven as in the Coronation in 
Florence. A Gothic throne is set at the top of a high, stepped platform, and 
saints and angels are grouped around the steps. 

‘Another similar painting is the remarkable Deposition of Christ [127] 
from the cross in the Angelico Museum in San Marco, Florence. Again the 
scene takes place in an earthly setting, This time it is a landscape with 
flowers and grasses in the foreground and a valley view in the distance. 
The body of Christ and the figures grouped around Him are painted three- 
dimensionally to give them the reality of existence in this world. The colors 
of the garments are light and like pastels. 

‘This change of setting in Angelico's paintings at this time, from the 
abstract immaterial world to the earthly material one, was due to the fact 
that he was now thinking in terms of positive mysticism. The positive mys- 
tic is not content to achieve heaven and experience the Ultimate Reality by 
mere contemplation. He feels himself part of the material world and wishes 
to achieve his salvation, his union with the Ultimate Real in heaven by 
some action on this earth. Christ had said, “I am the way." Consequently 
the positive mystic seeks salvation by imitating the life of Christ that had 
taken place in the Here and the Now and not in a golden heaven. This is 
the key to Angelico's later style from about 1435 to 1445. It is best illus- 
trated by his frescoes in the Dominican monastery of San Marco in Flor- 
ence. 
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When Cosimo de’ Medici decided in 1437 to restore this monastery that 
had fallen into disrepair, he commissioned the architect Michelozzo, a pupil 
of Donatello, to supervise the reconstruction and Fra Angelico to carry out 
the fresco decoration. Angelico himself was to live in this reconstructed mon- 
astery, and later Savonarola and the painter Fra Bartolomeo. And Cosimo 
de! Medici originally deposited his great library here. At present the mon- 
astery is a veritable museum of the works of Angelico, for in addition to 
the frescoes we are now to discuss, most of his panel paintings from in and 
around Florence have been collected here and are shown in a series of rooms 
off the cloister. 

The frescoes Angelico painted in San Marco are in the ground-floor 
cloister, in the small refectory, and in the corridors and cells of the dormi- 
tory upstairs. The latter were decorated with the help of assistants. In the 
cloister there are the three lunette frescoes of Christ received as a pilgrim 
by St. Dominic and another monk, St, Peter Martyr enjoining silence by 
placing his finger to his lips, and the half-fgure of the dead Christ erect 
in a sarcophagus. On the wall at the end of the cloister as you enter the 
monastery is a fresco of St, Dominic kneeling at the feet of the Crucified, 

In the small refectory, the long wall opposite the entrance is entirely 
covered with the painting of the Mystical Crucifixion [12.8]. The three crosses 
with the bodies of Christ and the two thieves are silhouetted against a dark- 
red sky. The effect is startling. Groups of figures, standing and kneeling, are 
strung across the foreground beneath the crosses, But only the group at the 
foot of Christ's cross=St. John and the Marys—belong to the historical event 
of the Crucifixion. The remainder, to left and right, such as Moses, St. Paul, 
St. Augustine, St. Jerome and other doctors of the Church, St. Francis, St. 
Bruno, St, Peter Martyr, and St. Dominic, are all persons who prefigured 
(eg. Moses), preached or wrote about the Crucifixion, or else had mystical 
experiences of the event. In this last group the key to the interpretation of 
the fresco is found. The figures kneel or stand as in a trance; their eyeballs 
turn inward as they lift their heads to the cross or stare at the ground, Be- 
fore their eyes, the Crucifixion has become an actuality, and Angelico em- 
phasizes the reality of their experience by painting the whole scene, at which 
all these people living at different periods of time could not have partici- 
pated, as taking place at one time and at one place. A simpler version in 
the same vein is the Crucifixion in the cloister, mentioned above, in which 
St, Dominic kneels at the foot of the cross. The body of Christ is just as real 
as the figure of Dominic. The two are represented together in the same time 
and in the same space, yet Dominic obviously never knelt at the feet of the 
actual Christ. He, however, experiences the Christ's Crucifixion through the 
intensity of his contemplation. A third similar Crucifixion with St. Dominic 
kneeling at the foot of the cross is to be seen in the corridor of the dormi- 
tory on the upper floor. 

‘The frescoes in the cells of the dormitory have similar mystical signif- 
icance. Present in each are Dominican saints standing to one side as though 
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participating in the scene. The Annunciation to the Virgin seems to have 
been a favorite choice, for it is repeated in many cells. One of Angelicos 
most impressive frescoes in these cells is the Transfiguration of Christ. The 
statuesque figure of the Saviour with arms outstretched in the form of a 
cross dominates the composition, and the three apostles cower at His feet be- 
cause of the brilliance of the apparition. A Dominican mystically experi- 
encing this event stands at one side. The most extraordinary of all these 
frescoes is the scene of the Buffeting of Christ [12.9]. Clad in a white robe 
and blindfolded, He is seated on a slightly elevated platform. Around about 
His head appear a face that spits, a hand that holds a reed, another hand 
making a gesture of derision, and still another hand that pulls His hair— 
like materializations at a spiritualistic seance. The explanation of this very 
strange scene is found in the two figures seated on a lower step of the plat- 
form to right and left of the Christ: St. Dominic and a female saint of the 
Dominican order. St. Dominic is reading a book and the female saint gazes 
in detachment into space. They are reading about and contemplating that 
episode in Christ's Passion in which He was reviled by his tormentors. The 
Saviour materializes as the result of their concentration—but only those parts 
of the bodies of the tormentors that are the agents of the abusive acts. 

On the corridor walls outside the cells of the dormitory are three in- 
teresting frescoes. One has already been mentioned, the Crucified with St. 
Dominic kneeling at the foot of the cross. The others are a beautiful and 
famous Annunciation set in an elegant early Renaissance vaulted portico and 
a Madonna and Child enthroned among eight saints. 

‘This Madonna is one of a group of four executed between the years 
14g0-1445-one a fresco, the other three altarpieces-all of which have con- 
temporary Renaissance architectural backgrounds. Each of these four Ma- 
donnas deserves mention, Now in the monastery of San Marco, one formerly 
was on the high altar of the church of San Marco; another was in the Do- 
minican convent of St, Vincent d'Annalena and has long been known as the 
Annalena altarpiece [12.10]. The third is the fresco we have just mentioned 
in the corridor of the dormitory of San Marco; and the fourth was in the 
Franciscan monastery of Bosco ai Frati in the Mugello near the Medici 
villa of Caffagiolo. All four paintings must have been commissioned by the 
Medici, because in each there appear the two Medici patron saints, Cosma 
and Damian, the doctor saints. It has been pointed out by others that the 
architectural details in the backgrounds of the Annalena altarpiece, of the 
painting formerly on the high altar of San Marco, and of the fresco in the 
dormitory corridor reflect the influence of the architecture of Fra Angelico's 
friend, Michelozzo, who had been in charge of the restoration of the mon- 
astery of San Marco. An interesting detail in the San Marco altarpiece is the 
Oriental rug spread before the throne of the Madonna, a reflection of the 
influx of luxury articles from the eastern Mediterranean. The landscape-garden 
backgrounds of this altarpiece and of the one from Mugello are further evi- 
dence of the elegant settings of fifteenth-century Florentine patrician life. 
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A transition from the Gothic Linaiuoli Madonna to these four Madonnas 
is the altarpiece from San Domenico at Cortona with the Madonna and 
Child flanked by angels and the two St. Johns, St. Mark, and St. Mary Mag- 
dalen. While its framework is still Gothic with pointed arches above the 
Madonna and the saints, in the tabernacle behind the Madonna, Angelico 
has used the moldings, the shell niche, and the colonnettes of the early Ren- 
aissance style, This altarpiece, hidden and walled up in a dank chamber to 
protect it from air raids during World War II, was almost destroyed by the 
heavy mold that ate into the panel and gesso on which it was painted. For- 
tunately the paint surface was expertly removed and remounted by the con- 
servation personnel of the Uffizi Gallery in Florence. 

Another Fra Angelico masterpiece from the San Marco period is the 
Annunciation altarpiece [12.11], now in the museum at Cortona. Related in 
form and setting to the fresco of the same subject in the dormitory corridor 
at San Marco, the action and attitudes of the angel and the Madonna are 
more vivid and tense in the wonderful wide spread of the angels wings, 
lis gesture of pointing, and the Madonna’s eager and submissive attitude 
toward the will of God. The fenced-in garden of flowers and grasses with 
trees beyond is similar to that in the Annunciation in San Marco and to the 
garden in the Noli me tangere fresco in one of the cells. In the Cortona An- 
nunciation, however, Adam and Eve driven from Paradise by the angel are 
visible in the background, giving the painting a typological meaning-that 
is, with the Coming of Christ, Man was to be redeemed from the evil in- 
curred by Adam's fall, The enamellike treatment of the painted surfaces is 
a source of wonder, and the iridescence of the wings, the strong pinks and 
blues, and the gold are a delight to the eye. The little predella scenes sparkle 
like miniatures in an illuminated manuscript. 





In 1445 Angelico was called to Rome by Pope Eugene IV to work in the 
Vatican. Eugenius died early in 1447 and his successor Nicholas V kept 
Angelico in his service and had him complete the frescoes in the chapel 
that bear Nicholas’ name. In the same year, 1447, Angelico during the sum- 
mer months undertook an additional commission to paint frescoes of the Last 
Judgment in the chapel of San Brixio in the cathedral of Orvieto. He seems, 
however, only to have laid out the designs of the vault sections of the cross 
vaults and with the assistance of his pupil Benozzo Gozzoli to have completed 
only two of these. In one of these vault-section frescoes is Christ enthroned 
among the Angels and pronouncing Judgment and in the other, a group of 
prophets. For some reason Angelico gave up the Orvieto project to give his 
entire attention to the frescoes of the Nicholas chapel in the Vatican. Not 
until some fifty years later did Signorelli undertake to complete the Last 
Judgment in the Orvieto chapel with his overpowering frescoes [16.12, 16.13, 
and 16.14). 

The frescoes in the Nicholas chapel depict scenes from the lives of the 
protomartyrs SS. Stephen and Lawrence especially venerated in Rome. On 
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finally, in the Martyrdom of St. Lawrence the foreshortening in the figure 
of the executioner at the left anticipates the problem that was to fascinate 
Mantegna a decade later. In fact in the above-mentioned scene of St. Stephen 
preaching, the view up the street and the buildings seen at an angle also 
anticipates Mantegna in the fresco of St. James led to his Execution [23.3]. 


Fra Angelico was by nature a profound medieval Christian who, for the 
most part, executed altarpieces and frescoes with mystical content, embel- 
lished either with jewellike colors or glittering gold and set in contempo- 
rary surroundings. Yet we must conclude that when he was called to deco- 
rate the walls of a chapel for a humanist pope, Fra Angelico was capable 
of using all the up-to-date paraphernalia of perspective, foreshortened fig- 
ures, distant backgrounds, and Classical details of decoration popular at that 
time. 

He died in 1455 while at work on these frescoes for Pope Nicholas V. 
The tomb slab with his effigy in relief lies in the pavement of the left tran- 
sept of Santa Maria sopra Minerva in Rome. 


Benozzo Gozzoli 


The most accomplished of Angelico's pupils was Benozzo Gozzoli (1420- 
1497) whose hand can be distinguished in some of the figures in the vault 
frescoes of the chapel of San Brixio at Orvieto cathedral. Although follow- 
ing the designs of his master, the faces of Benozzo's figures have a harder, 
more matter-of-fact look and their drapery is stringier. 

In 1452 Gozzoli was working independently on the frescoes for the apse 
of San Francesco at Montefalco. This delightful Umbrian hilltown, across 
the valley from Assisi, had been visited by St. Francis on various occasions. 
A church and monastery were erected there after his death. The church is 
now a museum for Umbrian paintings. The frescoes in the tall apse relate, 
as is fitting, stories from the life of the saint [12.13]. They are presented 
with much naive charm, but the style is rather dry, and the design empha- 
sizes the rectangular, the vertical elements. The landscapes with their dis- 
tance and detail recall the International tradition, but verticals, not curves, 
predominate. The colors give a surprising effect with light greens and coral 
pinks predominating. The scenes look as though they ought to be in the 
predella of some altarpiece rather than on the walls of a church, such is 
their delicacy and complete lack of monumentality. 

But in later frescoes Benozzo rapidly emancipated himself from the re- 
strictions of panel painting. His masterpiece of decoration is the renowned 
and popular Journey of the Magi painted on the walls of the tiny chapel 
of the Medici palace, known now as the Riccardi Palace. He expanded this 
favorite theme of the International Style painters to cover the four walls of 
the chapel with a pageantry of rare beauty. Over the altar, Fra Filippo 
Lippi had painted the altarpiece with the scene of the Nativity, now in the 
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123. Bexozzo Gozzou: St. Francis before Arezzo (c. 1452). Fresco. Museum 
of San Francesco, Montefalco (Alinari) 


former Kaiser Friedrich Museum in Berlin. Benozzo's frescoes were designed 
so as to have the manger of the Christ child as the focal center. He painted 
groups of angels, some kneeling in adoration, others standing about in choirs 
singing, to right and left of the Nativity panel on the end wall Over the 
entrance doorway opposite he painted the Annunciation to the Shepherds. 
"The remaining space on that wall and on the two side walls is occupied by 
the three figures of the Magi, each arriving with a huge retinue stretching 
off into the far distance [12.14]. The Magi are given prominent positions in 
the foreground, riding on magnificently caparisoned steeds. Each is the por- 
trait of a contemporary notable, From the middle of the century on it be- 
came the fashion to introduce the portraits of contemporary Florentines into 
paintings, either as onlookers at some event in holy story or, as here, as one 
of the Magi in the Adoration scene. The youthful magus in a handsome 
white and gold brocaded jacket on the white charger is a portrait of the 
young Lorenzo de' Medici. The Byzantine emperor John Palacologus is rep- 
resented as the magus with short black beard and spiked crown astride the 
black steed. The third imo de’ Medici, head of the famous merchant- 
prince family, Many other personalities appear among the retainers. 
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12.14. Bexozzo Gozzoti: Detail of Procession of the Magi (1459-1461). Fresco. 
Medici chapel, Riccardi Palace, Florence (Alinari 


We can find many archaisms in Gozzolis tre 





tment of the landscape 
background. The love of detail, the “cheese-cut” rocks, and the high sky- 
line are all remnants of the International Style. Yet, as at Montefalco, Be- 
nozzo emphasizes verticality in the design. Not only is this true in the folds 
of the draperies but in the accents created by the trees so characteristic of 
the Tuscan landscape around Florence. These lofty pines with umbrella tops 
can be seen to this day on the rocky hillsides along the Arno between Flor- 
ence and Pisa 

Benozzo did everything in his power to make the frescoes as brilliant 
as possible. The only light in the windowless chapel would come from can- 
dles and torches, so he used much gold, not only in the haloes but also on 
the garments and in the landscape. This would catch the artificial light and 
hy reflection create a sparkling surface all over the wall. The stunning pinks, 
light blues, and yellows set against the darker green of the background add 























immeasurably to the whole and give the frescoes the presumably intended 
effect of being tapestries. 
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Had Benozzo painted nothing more, his fame would have been estab- 
lished by the creation of this jewel box of decoration. However two other 
fresco cycles remain to give evidence of his later style: one in the apse of 
the church of Sant Agostino at San Gimignano, the other ín the Campo 
Santo at Pisa. The former, painted in 1465, with scenes from the life of St. 
Augustine, is a more mature version of the type of decoration he painted at 
Montefalco. Everything is larger in scale and more adapted to fresco tech- 
nique, but the severe angularity of the design still persists. The arabesque 
of putti in the border about the frescoes is full of delightful elements and 
shows Benozzo's knowledge and adaptation of the motifs borrowed from 
Classical art and so popular at this time. A fresco of St. Sebastian stuck 
full of arrows is to be found on the entrance wall of the Collegiata at San 
Gimignano and dates from the same time. Gozzoli also restored some fig- 
ures at the end of Lippo Memmi’s fourteenth-century fresco of the Madonna 
in Majesty in the Town Hall of this city. 

The Campo Santo frescoes were executed between 1468 and 1484 and 
cover the wall opposite the fourteenth-century Triumph of Death frescoes 
by Traini (see p. 171). The subject matter is taken from the first books 
of the Old Testament. In contrast to the San Gimignano frescoes, these 
were full of lush decorative details resembling more Benozzos work in 
the Medici chapel in Florence. Delicate Renaissance architecture and well- 
trimmed garden landscape with peacocks and other birds were the settings 
for the stories. In 1944 when an incendiary bomb caused the destruction 
and collapse of the roof of the Campo Santo these precious frescoes were 
for the most part calcined and dropped off the walls. The only consolation 
for this tragedy is that Benozzo's red preparatory sketches beneath the fres- 
coes came to light. 

His panel pictures of Madonnas and saints, such as those in the Museo 
Communale at San Gimignano and the one in the Kress collection in the 
National Gallery of Art, Washington, are drier and less interesting variants 
of Fra Angelicos Madonnas of the 1530s and early 15405. 
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HE circumstances that led Filippo Lippi (c.1406-1469) to become a 
monk were totally different from those that had decided Fra Angelico, The 
son of a humble butcher, Tommaso Lippi, Fra Filippo had been orphaned 
at an early age and placed under the care of the Carmelite brothers whose 
monastery was in the same section of Florence in which he was born, At 
the age of fifteen he had the choice of staying in the monastery as a brother 
or of going out into the world, He chose the former, possibly as a gesture 
of appreciation for the benefits he had received. There he was, then, in the 
monastery of the Carmine when, at the age of eighteen, he witnessed the 
creation of Masaccio's revolutionary frescoes in the Brancacci chapel of the 
church adjoining his monastery. We do not know when his own talent mani- 
fested itself or from whom he received his earliest instruction in painting. 
He must have become acquainted with both Masolino and Masaceio during 
the years these painters were at work in the Carmine, and he could not 
have failed to be aroused by their creations, if indeed he did not assist 
them. He was, after all, only five years younger than Masaccio. 

The earliest evidence of Fra Filippo Lippi's style is, in fact, to be found 
in the same cloister of his monastery in which Masaccio, according to the 
previously mentioned account of Vasari, had painted a fresco commemorat- 
ing the consecration of the church of the Carmine in 1422. Only a fragment 
of Fra Filippo's fresco remains, but, interestingly, it too commemorated an 
event of importance to the Carmelites. In 1432 Pope Eugene IV had ap- 
proved a reform ameliorating the strict rules to which the Carmelites had 
previously been held. Fra Filippo's fresco certainly is related to this event 
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for it shows the Carmelite brothers freely communicating with each other 
in conversation while walking, standing in groups, or sitting as though en- 
joying the new privilege granted them by the reform, Perhaps that is why 
in one of the fresco fragments [13.1] there is a happy smile on the rotund 
face of one of the monks before whom a younger brother is kneeling. The 
pose of the latter anticipates that of the Angel Gabriel in the Annunciation 
scene painted so many times by Fra Filippo in the years that followed. The 
style in the fresco with the soft heavy drapery, the areas of light and shade 
to create form, and the lighting and softened details of the background are 
essentially derived from Masaccio. Another early work similar in style to 
the fresco with reminiscences of Masa is the panel of the Madonna of 
Humility surrounded by angels and saints, now in the Castello Sforzesco in 
Milan, The face of the old St. Anne at the left strongly recalls Masaccio's 
St. Anne in the altarpiece in the Uffizi.* In the angels behind the Madonna 
with the inquisitive expressions of Florentine choir- or altar-boys we already 
get a hint of his later use of local types, both male and female, to repre- 
sent saints and angels. 

















* Sce footnote, page 198. 
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Strangely, the influence of Masaccio does not appear în Fra Filippos 
panel paintings after this time. Only later in one of the frescoes in the duomo 
at Prato does it momentarily appear again. The stylisti connections in his 
panel pictures seem rather to be with Fra Angelico, Domenico Veneziano, 
and even with the north of Europe. 

Fra Filippo had left the monastery in 1431 and had gone to live in the 
palace of the Medici who as patrons of promising young artists had recog- 
nized Fra Filippo’s ability as a painter and were to give him commissions 
to perform. In 1433-1434 he was working în Padua, and there perhaps could 
have seen some northern paintings. At any rate when he painted that rather 
extraordinary Madonna and Child [132], dated 1437, now in the Galleria 
Nazionale in Rome," the window at the left with a view of the outside, the 
details in the background picked out by a sharp light, and the book on the 
right arm of the throne recall similar details in Flemish paintings, as Robert 
Oertel i has pointed out, The broken angular folds about the feet of the 
Virgin also have a northern look in contrast to the more swirling, calli- 
graphic drapery common to the International Style in Italy at this time. 
‘The overchubby Christ child is rather startling! 

‘The Annunciation to the Virgin was a favorite subject with Fra Filippo. 
He painted it many times in the period between the late 1430's and early 
1450's, both as the central motif of an altarpiece and as predella and lunette 
compositions. The earliest one of importance is now over the altar of the 
Martelli chapel ín San Lorenzo, Florence [133]. It had previously been in 
the SS. Annunziata. The composition of the right half with Gabriel and the 
Virgin appears in all his later monumental Annunciations, such as the one 
now also in the Galleria Nazionale in Rome or the one in the gallery in Munich, 
In the San Lorenzo Annunciation, dating around 1437, the perspective back- 
ground still gives evidence of Masaccios principles of perspective, although 
Fra Filippo's own preference for rectangular architectural spacc-enclosures 
in the foreground is more insistent. In the left half of the panel are two attend- 
ing angels. The one at the left turns his head to look out of the picture, a ges- 
ture much used by Fra Filippo to draw the spectator into the picture. He had 
used it in his early fresco and will repeat its use right up to his latest panel 
paintings. 

In 1437 too, Fra Filippo contracted to paint the altarpiece of the Ma- 
donna with angels and saints for the Barbadori chapel in Santo Spirito in 
Florence [13.4]. It is now in the Louvre, Paris. The W-shaped design cre- 
ated by the foremost angels to right and left, the two kneeling saints, and 
the standing Madonna seem to anticipate one of Botticelli’s favorite designs 
as we shall have occasion to observe. The detached introspective look on 
all the faces in the painting—except for the face of the black-haired young 
monk gazing out at the spectator at the extreme left, supposed to be a self- 
portrait—will be found frequently in Fra Filippo's pictures and also carry 

the Museum at Tarquinia. 
i Fra Flippo Lippi (in German), Vienna, 1942. 
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over into the work of his pupil Botticelli, The head of the standing angel at 
the extreme right seems to be a small copy in reverse of Masaccio's St. John 
in the Tribute Money fresco [10.15] in the Brancacei chapel. 

‘The famous altarpiece of the Coronation of the Virgin in the Uffizi [1355] 
was ordered originally in 1441 by a canon of San Lorenzo, Francesco Ma- 
ringhi, for the high altar of the church of the Benedictine monastery of 
Sant Ambrogio, of which he was prior. It was not completed until about 
1447. Maringhi died the same year the altarpiece had been commissioned, 
and Fra Filippo placed his portrait, as donor, in. the lower right-hand cor- 
ner of the picture. This portrait has at times been falsely identifed as a 
self-portrait of the artist. Not only does the gray hair on the head of the 
old man deny this—Fra Filippo was thirty-five years of age at the time—but 
also the prayerful attitude of the figure traditional for donor portraits. The 
inscription on the band held by the angel also reads in Latin: This man 
had the work done. If there is a self-portrait in the picture it is most likely 
to be the younger of two kneeling monks at the left who supports his chin 
on the right hand and looks out at the audience, He can easily be the same 
person as the one we noted in the Barbadori altarpiece. 

‘The longstemmed lilies, associated both with the Virgin and with Flor- 
ence, and the garlanded, towheaded angels modeled after local youngsters 
have evoked much admiration as reflecting the holiday spirit of the Tuscan 
city. The colorful effect indeed is there as befits the celebration of a major 
event in the life of the Virgin; but where in the figures themselves, except 
for their external attractiveness, is there any holiday spirit? They all-the 
angels, the two standing saints, and those kneeling in the foreground—wear 
serious introspective expressions very much like Angelico's figures in his ver- 
sion of the same scene, now in the Louvre [12.4], with which Fra Fil 
must have been acquainted. He introduces in his Uffizi Coronation similar 
mystical attitudes—note the upturned eyeballs of several of the angels so 
frequently found in Angelico's paintings. 

It was during the decade of the 14505 that Fra Filippo went through 
a number of emotional experiences about which so much has been made 
by Vasari and other later writers, The spotlight turned on these human 
transgressions has unfortunately obscured in the minds of many the signif- 
icance of Fra Filippo's work. A brief account of these experiences therefore 
seems necessary to evaluate properly some of his work at this time, 

Previously in 1442 Fra Filippo had been appointed rector and perpetual 
abbot of San Quirico a Legnaia, and in 1450 was also chaplain to the nuns 
of San Niccolo de’ Fieri at Florence. But that year he became involved in 
his first public scandal. He had taken on an assistant by the name of Gio- 
vanni da Rovezzano and had agreed to pay him forty florins at the end of 
a certain time. When the young man asked for his pay Fra Filippo claimed 
that he had already paid him. The matter went to court and Fra Filippo 
produced a signed receipt. The youth, however, protested so vigorously and 
so earnestly that the judge, convinced of his innocence, had Fra Filippo put 
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to the torture, producing the confession that he had forged the receipt. The 
ensuing scandal, as might be imagined, had a devastating effect on Fra 
Filippo's position as a priest, In addition, his parishioners complained that 
he was neglecting them and the services of the Church. The cry against him 
rose so high that the matter was taken to Rome, In 1454 he was deprived 
of his rectorship, and the pope issued a bull against him. All this should have 
finished his religious career, but his connections with the Medici family were 
such that their intervention at the papal court produced more favorable re- 
sults and Fra Filippo was sent off to Prato where, of all things, he was made 
the chaplain to the nuns at the convent of Santa Margarita, 

‘The story then goes that the abbess of the convent commissioned him 
to paint for the high altar of the chapel an Assumption of the Virgin rep- 
resenting the moment when the Virgin dropped her girdle (now the great 
relic in Prato cathedral) into the hands of St. Thomas. Fra Filippo requested 
and received permission to use as the model of the Virgin in this picture a 
young nun who had caught his attention, Her name was Lucretia Buti, one 
of three Buti sisters. As was the custom then, a family provided an adequate 
dowry for its eldest daughter. If nothing was left for other daughters, these 
unfortunates often were sent to a nunnery to be amply provided for during 
the remainder of their earthly existence, Such had happened to Lucretia 
Buti and her sister, who were placed in the convent at Prato. The inevitable 
followed: a love affair between Lucretia and Fra Filippo that was to be the 
second major scandal in Fra Filippo's life, On the feast day of the Assump- 
tion of the Virgin, 1456, during the noisy celebration in which both popu- 
lace and clergy participated, Fra Filippo abducted the pretty nun. Conster- 
nation reigned in Prato. The abbess did her best to induce the erring nun 
to return to the convent, but not until 1458 did Lucretia return penitently 
to the community of nuns. Fra Filippo was so sincerely in love with her that 
he convinced the abbess to release Lucretia in order that she might become 

is wife. Apparently they lived happily together thereafter until Fra Filippo's 
death in 1469. The result of their union was another painter, Filippino Lippi, 
of whom we shall have something to say in another chapter. 

















Despite his emotional vicissitudes during this period Fra Filippo was busy 
with a number of important commissions. A. project to adorn the choir of 
the cathedral at Prato with frescoes had been considered as early as 1440, 
but the project did not get under way until 1452. Fra Angelico was ap- 
proached to do the work but he declined. It is possible that he suggested 
Fra Filippo for the job, for in a document of that same year Fra Filippo is 
mentioned as the painter commissioned to do the job, Between 1452, then, 
and the time he left for Spoleto in 1466 Fra Filippo worked sporadically at 
the cathedral. In the cross vault over the choir are the four evangelists with 
their symbols. On the left and right walls respectively are scenes in three 
tiers from the lives of St, Stephen and St. John the Baptist. On the end 
wall flanking the window are SS. Giovanni Gualberto and Albert represented 
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as standing in front of semicircular niches adorned with early Renaissance 
architectural details, 

The vault tiers, or zones, containing the birth scenes of St. Stephen 
and St. John were the first to be done in the years immediately following 
1452. According to a notice of payment of 1456, the middle zone seems to 
have been done then. It contained on the left wall episodes from St. 
Stephen's life, and on the right St. John the Baptists departure for the 
desert and his sojourn there [13.7]. The Funeral scene of St. Stephen [13.8] 
that is in the lowest zone on the left bears the date 1460, and the Feast 
«of Herod [139] on the opposite wall was probably painted about 1464. In 
that year Prato authorities desired Carlo de’ Medici to exert his influence on 
Fra Filippo to finish the Prato project. 

The composition of these scenes is essentially the same in all except in 
the lowest zone. A large, rectangular, space-enclosing architectural feature 
is flanked on the right or left by a smaller rectangular unit. This becomes 
almost stereotyped in Fra Filippos work. Actually it harks back to four- 
teenth-century usage. But Fra Filippo inserts a third area between these two 
rectangular ones in the form of a twisting curvilinear pathway or road as 
an exit or escape area leading off into a hidden background. In the two 
corresponding scenes of the Birth of St. Stephen and of St. John the Baptist 
[136] in the top vault tiers, this compositional scheme is clearly stated, the 
larger rectangle being at the left. In the middle zone or tier on either side 
the scheme is reversed with the larger rectangle at the right. On the wall 
with the scenes of St. John's departure for the desert and his sojourn there 
[137], the rocky arid desert landscape takes the place of architectural ele- 
ments as seen on the opposite side but the fundamental composition is the 
same in both cases. To relieve the rectangularity of the larger areas a semi- 
circular opening is introduced. In the lowest tier the smaller rectangle is 
almost completely pushed aside by the importance and size of the larger 
one, which is moved into an almost central position in each fresco. The 
architectural perspective in both the scenes of the Funeral of St. Stephen 
and the Feast of Herod adds to the effect given these scenes of being the 
balanced supports of the compositions in the upper tiers. Note how in both 
frescoes the rectangle is emphasized both two-dimensionally and three-di- 
mensionally. In the Funeral scene [135], for example, the horizontals are 
repeated in the bier, the heads of the figures flanking it, the platforms on 
which they stand, the pavement, the altar, the cornice molding above it, and 
the cross beams of the coffered ceiling. The verticals in turn are picked up 
by the figures, the striations of the pilasters, and the columns; and the di- 
agonals appear in the lines of the pavement, the perspective lines of the 
capitals and the cornice moldings above them as well as in the converging 
lines of the ceiling coffers. All these rectangular elements are gently relieved 
by the curvilinear accents of the nave arcade and of the arches over the 
sanctuary and apse. In this fresco, which itself exerted an influence on later 
painters, are several reminiscences of the past: the perspective principles of 
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Brunelleschi, the light and shade and the portrait groups of Masaccio. In 
the fresco on the opposite wall, the t of Herod [13.9], Fra Filippo at- 
tempts in the dancing Salome to portray a figure in motion. To achieve this 
effect he envelops the figure with many lightly swirling draperies. It is a 
delightful creation in the midst of much somber emotion on these walls and 
is found in many varied versions in the works of Botticelli, Ghirlandaio, 
Filippino Lippi, and other painters. 

During the period when he worked intermittently at Prato, Fra Filippo 
painted many panel pictures, several of which have enjoyed much popu- 
larity up to the present day. Among these are the three versions of the Ma- 
donna kneeling on the ground in adoration before the Christ child. Of these 
three, two are now in the Uffizi gallery, one having formerly been in the 
convent of Annalena [1310], the same convent in which an altarpiece by 
Angelico had been, the other had been donated to the hermit monastery at 
C ldoli by Lucretia Tornabuoni about 1463. The third, now in the former. 
Kaiser Friedrich Museum in Berlin, was formerly on the altar of the Medi 
chapel in the Riccardi palace decorated by Benozzo Gozzoli. It has been 
replaced with a copy by an anonymous follower of Fra Filippo known by 
the preposterous name of the Pseudo Pier Francesco Fiorentino! This type 
of Madonna had been used occasionally in the fourteenth century, but Fra 

ppo revived it and it became very popular in the fifteenth and sixteenth 
turies, In all three the rocky landscape backgrounds with parallel hori- 
zontal striations, the twisting paths, and the hollow depressions recall the 
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fresco at Prato with the scenes of St. John the Baptist in the desert. They 
are rendered more attractive, however, by the introduction of trees, grasses, 
and flowers scattered throughout the settings. All this charm that has been 
introduced by means of these evidences of springtime in Tuscany and by 
the coy, chubby Christ child cannot hide the expressions of wistful sadnes 
and daydreaming on the faces of all the other figures in the pictures—the 
Madonna, St. Joseph, and the young Baptist as well as the hermit saints on 
the sidelines who are experiencing mystically the scene before them. This 
wistfulness is present in almost all Fra Filippo's pictures and increases, if 
anything, toward the end of his life. In fact, in these creations he seems to 
have wished to compensate and do penance for the weaknesses of the flesh 
that beset him. For him, salvation was a serious business. He never portrays 
God, the Virgin, or the saints facetiously. 

Two other important panel pictures date from this period. They are 
circular in shape. Hitherto the re lar form had been traditional for 
religious pictures. The circular panel, known as a fondo, had been used as 
a tray on which presents were brought to the mother of a newborn child. 
Hence it was a desco da parte, that is “birth disk.” One side of it was gen- 
erally decorated with a mythological or secular scene, Fra Filippo now in- 
troduces this tondo form * on which he paints religious birth scenes. In the 
tondo scene in the Pitti gallery [13:11] in Florence, the Madonna is seated 














* Domenico Veneziano painted an Adoration of the Magi în a tondo (now in former 
Kaiser Friedrich Museum in Berlin). The question of its date, however, has not been settled 


270 - THE FIFTEENTH CENTURY 


in the foreground in an elaborate chair set at a slight angle to the picture 
plane. In the background middle distance is the event of her birth. Among 
the women coming in with presents for the aged St. Anne sitting up wearily 
in the bed is a young matron whose posture, movement, and rippling dra- 
peries we shall see again in the works of Ghirlandaio. In the background to 
the right the Mecting of Joachim and Anna is shown. The connection be- 
tween this tondo scene and the two birth scenes in the uppermost zones of 
the Prato frescoes is very close. The presence of a birth scene is one link; 
the general compositional scheme of the large space-enclosing rectangle and 
the smaller óne at the right is another; and the presence and postures of the 
group at the extreme right in every case is a third connection. 

By using the tondo form Fra Filippo introduced a new problem of fit 
ting the subject matter into a circular feld. There were to be many experi- 
ments and solutions in the time to come. Botticelli and other later painters 
took it up, and Michelangelo and Raphael gave it its most monumental solu- 
tions in the Doni Madonna [20.2] of the former and the Madonna of the 
Chair of the latter [21.16]. Fra Filippo himself in the Pitti tondo, in which 
the rectangular-triangular design predominates, makes various adjustments to 
the circle in such details as the figure bending toward St. Anne, the curve 
of the back of the Madonna's chair, the curve of the back of the woman 
at the right, repeated in the figure of the St. Anne on the steps above, the 
low arch supporting the stairway in the background, and the haloes. 

In the other large tondo with the Adoration of the Magi, formerly in 
the collection of Sir Herbert Cook in England and now in the National Gal- 
Jery of Art in Washington [13.12], Fra Filippo follows the International Style 
tradition: he depicts all the processional pageantry accompanying the Magi 
as well as the detailed interest in animals, birds and flowers to which also 
a Classical and secular touch has been added in the figures of the nude 
youths who presumably have climbed up on the wall from their swim in 
order to see the procession. In adjusting all this to the circular field, he has 
used a horseshoelike design open at the top that certainly recalls the wind- 
ing escape areas he used in the St. John scenes in the middle tier of frescoes 
at Prato. Robert Oertel, in the work already cited, points out the similarity 
between the young kneeling Magus here and the kneeling figure at the left 
in the Preaching of St. John at Prato; both have a thick braid of blond hair 
falling down the back. The strange perspective of the manger shed and of 
the surrounding buildings is pitched toward a point at the extreme left edge 
of the tondo. It has been suggested that the hand of Fra Angelico is also 
to be seen in this panel, but that is questionable. 

To the latter part of his Prato period, possibly shortly before his de- 
parture for Spoleto, are two more Madonna types we should mention. The 
one is represented by the so-called “Madonna of the Niche” in the museum 
of the Riccardi palace in Florence. A similar one was formerly in the former 
Kaiser Friedrich Museum in Berlin and is now in the Kress collection in the 
National Gallery of Art, Washington. In both, the Madonna, in half length, 





FRA FILIPPO LIPPI - 27: 


13.12. Fia Fiero Lipr 
Fu Axcetico(?): Adoration 
of the Magi (c. 1455). Panel 
painting, 53” dia. National Gal- 
lery of Art, W 
S. H. Kress Collection (Cour- 
tesy of the National Gallery of 
Art) 











is placed in front of a shell niche and caresses the Christ child who is placed 
on a parapet in front of her, a theme to be at home in Padua a 
but one that could have been acquired from Domenico Veneziano or the 
reliefs of Donatello and the della Robbias. The hyperwistfulness of the Ma- 
donnas’ expressions presages that of Botticell’s later Madonnas. 

In the late Madonna în the Uffizi [13.13], of which there is a variant 
in the gallery in Munich, we can again note elements of surprise and in- 
vention, The Madonna is seated in profile, both palms of her hands joined 
in a gesture of adoration. The misshapened Christ child, recalling somewhat 
the one at Rome [13.2], is not supported by her or on her lap but is held up 
in front of her by the popular urchinlike putto who looks out of the pic- 
ture at the spectator as though seeking applause for his feat. Another angel, 
almost completely hidden except for a portion of his head and hands, helps 
support the heavy Christ child. What is additionally remarkable is the fact 
that Fra Filippo has painted the Madonna and the other figures, together 
with the elegant armrest of her chair, as though they projected out of the 
frame, a bit of space illusion sufficiently common in sculpture but rather 
unusual in painting up to this time. We have seen examples of it in Uccellos 
prophet heads in the cathedral in Florence and in Masaccio's Trinity in Santa 
Maria Novella in that city. But it will be Mantegna in Padua and Mantua 
who will really bring up that problem. The landscape background in Fra 
Filippo's Uffizi panel differs from his usual type and seems to be a preview 
of the type Leonardo da Vinci is to use. 
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Fra Filippo" last project of importance was the decoration of the apse of 
the cathedral at Spoleto. This was begun in 1466. The best known of these 
frescoes is the Coronation of the Virgin in the half-dome of the apse, a 
composition that was to be reflected in the panel of the same subject by 
Botticelli. On the walls below are the scenes of the Annunciation, the Birth 
of Christ, the Death of the Virgin, and the Handing of her girdle to St. 
‘Thomas at the moment of the Assumption. 
extremely impressive—in the scale of the fi 
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It may surprise those cognizant of Fra Filippo's worldly vagaries to learn 
that no evidence of these appears in his paintings, His intimate contact with 
the world about him is brought out in the contemporary local types used 
in his pictures and in the emotional reactions of some of his figures, such 
as the jollity of the Carmelite monk and of the urchinlike angel in the late 
Madonna panel in the Uffizi, or the brutal hatred of St. Stephen's execu 
tioners in the Prato fresco, or the wrapped attention of the Baptist's aud 
ence in the desert, also at Prato. Otherwise, especially in his panel pictures 
as we have had occasion to mention, 














n atmosphere of solemnity reigns. 
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Apart from this, Fra Filippo's importance in the development of Tuscan 
painting is great. He bridges the gap between Masaccio and such later Flor- 
entines as Botticelli and Ghirlandaio, and he also carries forward into the 
middle of the century traditions from the International Style, such as the 
realistic representation of rocks, flora, and fauna that will find their apogee 
in the works of Leonardo da Vinci. We have remarked how he made pop- 
ular the knecling Madonna type as well as the new tondo form, both of 
which were taken up extensively by later painters. His unorthodox use of 
perspective at times (tondo in the Pitti), his exaggeration of forms (such as 
the Christ child in the Madonna panel at Rome [13.2] or the giant figure to 
the left in Herod's Feast), and his attenuation of form (as in the Madonna 
of the Annunciation in Munich) suggest that he had certain qualities in 
common with the Mannerist movement of a century later, Small wonder, 
then, that Vasari was to say of him: ". .. in his early as well as in his ma- 
ture years he produced such admirable works that he was a miracle.” And, 
“Indeed, such was his excellence that no one surpassed him in his day, and 
but few in our own, while Michelangelo has never tired of singing his praises 
and has frequently imitated hi 

















Appendix: Francesco Pesellino 

Closely associated with both Fra Angelico and Fra Filippo Lippi was the 
delightful painter Francesco Pesellino (1422-1457), who died at the early 
age of thirty-five, Not quite attaining the stature of his masters he was, 
however, a painter of sensitive feeling and great charm. We associate him 
primarily with small predella and cassone panels in which the blond color 
effects achieved by the use of pinks, light blues, and grays recall those of 
Fra Angelico. At work at times on predella panels for Fra Filippo Lippi 
altarpieces, he also absorbed some of that painter's elegance of style. We 
cite as an excellent example of his work a predella panel in the Worcester 
(Mass.) Art Muscum representing the miracle of St. Sylvester reviving the 
Bull before the Emperor Constantine and his mother Helena, Two com- 
pinion pieces are in the Doria Gallery in Rome. 
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T should be evident by now that, with exception of Piero della Fran- 
cesca the Umbrian (who after all received his training in Florence), the 
artists who brought painting in Italy during the Renaissance to its high 
moment were Florentines. And that it was the patronage of the Medici that 
made possible this flowering of art in the city on the Amo. We have noted 
the advance made by the progressive painters of the fifteenth century in 
Florence toward a realism based on visual experience, and we have also 
seen the contemporary reactions to and interpretations of religious ideas and 
subject matter, both by a more traditional monastic paínter—Fra Angelico— 
and by a painter-monk with essentially more secular tendencies—Fra Filippo 
Lippi. We have also noticed the gradual infiltration of Classic taste in deco- 
ration and the introduction of mythological or pagan subject matter. Chris- 
tian and pagan ideas were to meet head on, and the attempt was to be 
made to reconcile and even to fuse them. The formation by Cosimo de 
Medici of a Platonic Academy in and about Florence is a case in point. 
How it was to appear in the painting of the period we can see first of all 
in the art of Alessandro dei Filipepi, better known as Botticelli (1444-1510). 














As a pupil of Fra Filippo Lippi, whom he had accompanied to Prato and 
Spoleto, Botticelli reflects the older painter's style in his early Madonnas, 
for example, those in the Uffizi and the Louvre [14.1]. The slender, sharp- 
featured Madonna and the chubby Christ child are plainly derived from his 
master’s work, But Botticelli also came under the influence of other Flor- 
entine masters and, as a sensitive, impressionable, and emotional man, ab- 
sorbed their styles as well. 
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144. (left). Borricetua: Madonna. (c. 1470). Panel painting, 364 x 271”. Louvre, 
Paris (Alinari 
142 (right). Borriceuui: Judith with Head of Holofernes (c. 1470). Panel 


painting, 11” x 8%”. Uffizi, Florence (Anderson) 





When the Pollaiuolo brothers were commissioned to paint the personi- 
fications of the cardinal and theological Virtues for the Mercatanzia in Flor- 
ence in 1470, Botticelli was allowed to do the figure of Fortitude. From the 
brothers, who were masters of line and detail, he acquired added impet 
for his predilection for I 
in forms in motion and i 
corporated in his style. 
had the most important shop in Florence for train 














as a major means of expression. 
strange, affected poses and gestures was also in- 





om the painter-sculptor Andrea Verrocchio, who 


young artists and who 





was the master of Leonardo, Botticelli acquired a third source of influence, 
It is Verrocchio's Madonna type, with the broad forchead, heavy-lidded eyes, 
and small round nose and chin, that we find in several early Botticellis, su 
as the Madonna in the Louvre and the Madonna in the Gardner Museum 
in Boston. The most delightful little panel of Judith with the head of Holo- 
fernes [14.2], in the Uffizi, shows the same type, although the tripping stances 
of the figures recall the Pollaiuoli and the swirling drapery of the Judith 
calls to mind the dancing Salome in Fra Filippo's fresco at Prato, 

After 1474, Botticelli was active fulfilling commissions for the Medici 
ly. He painted a banner for the famous tournament of 1475 in which 
no de’ Medici was the victor, receiving the champions crown from 
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Sin 
the hands of the celebrated bea 





y Simonetta Vespucci. A number of his 





Medici portraits date from this period, among them the Giuliano in the 
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former Kaiser Friedrich Museum in Berlin and the two versions in reverse, 
one in the former Otto Kahn collection, the other in the Kress collection in 
the National Gallery, Washington, 

His Adoration of the Magi [143] in the Uffizi, painted in 1478, was a 
handsome compliment to his Medici patrons, The Holy Family is placed in 
the middle distance with the ruined manger as a background, Glimpses of 
the far horizon are visible to right and left of the manger. The foreground 
is filled with entourage of the Magi converging in a triangular design with 
the Holy Family as the apex of the triangle, The faces of the Magi are por- 
traits of members of the Medici family: Piero il Gottoso, Cosimo, and Gio- 
vanni, On the sidelines to right and left are the young Lorenzo and Giuliano 
in the midst of their companions and other Florentines, The figure in yel- 
low at the right looking out at the spectators has often been identified as 
Botticelli himself, although this identification has been doubted, In these por- 
trait figures Botticelli displays a realism rarely found again in his work. To 
emphasize this realism his forms are solid and the lines of the composition 
are essentially vertical. The altarpiece had been commissioned by the Flor- 
entine Giovanni Lami for the church of Santa Maria Novella and was a 
handsome gesture in the direction of the Medici by placing them, as it were, 
in the front of the receiving line of the Holy Family. 

Some years later Botticelli painted another version of this subject [14.4]. 
Now in the National Gallery in Washington and one of the many jewels of 
that collection, it was one of several paintings formerly in the Hermitage 
Museum in Leningrad bought from the Russian government by Andrew 
Mellon, The figures are smaller than those in the Uffizi Adoration. The de- 
sign is an interesting exercise on the theme of the W motif, which occurs 
both two- and three-dimensionally throughout th ight blues, pinks, 
yellows, and whites give a ravishing color effect, 




















Allegorical Paintings 


In the same year in which he painted the Uffizi Adoration, 1478, Botticelli 
began the first of a series of allegorical poesies based on Classic subjects. 
He had come under the influence of the group of Neoplatonic humanists 
centering about the Medici who met for their discussions at various private 
villas outside the city. 

It was for the Villa Castello that he painted the celebrated Primavera, 
or Spring [14.5], borrowing the theme from a poem by Poliziano, one of 
the humanist group. Tn the center stands the pregnant figure of Spring. To 
the left are the three Graces and Mercury, and at the right the beautiful 
Flora and a nymph pursued by the North Wind. Flowers and grasses spring 
up about the figures in the foreground, shut in by a row of orange trees in 
the background. These trees with their vertical repeats give stability to the 
design that in the foreground is full of movement and curvilinear rhythms, 
The figures in themselves are still quite heavy, but by using light draperies 
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14.7. Bornicetu: Venus and Mars (1476-147 
National Gallery, London (Courtesy, National Gallery, London) 






swirling about the forms, Botticelli creates an impression of light 


imparts to the scene itself a lyric, a poetic flavor, We are now in thi 





of fantasy 

‘The well-known Birth of Venus [14.6] is the counterpart of the Prima» 
vera, although it was painted several years later. The goddess of Love comes 
floating to shore on a cockleshell propelled by the gusts of Zephyr behind 
ts whipped up by the wind sparkle on the sea about 
A nymph clad in a flowing pink and white brocaded robe approaches from 
the grove at the right to receive the goddess and to cover her with a mantle, 
Botticelli had obviously seen the Classic marble of Venus in the Medici 
collection, now in the Uffizi, for he copied the pose rather faithfully, 
verse, But in place of the completely self-assured courtesanlike attitude of 
Venus, Botticelli creates a vision of shy modest virginity g 
talgic sadness at the beholder, It is the same expression that 











her. Tiny wavel 
























g with nos- 
painted on 
the faces of his later Madonnas, as though the Christian Botticelli could 
not allow himself to stray further in the pagan direction than the repre- 
tion of the sheer beauty of the form itself. Every line has an unsur- 
passed lyric beauty. The gentle rhythm of the swirling strands of the taffy- 
blond hair is carried across the picture by the wind-blown drapery of the 
nd stabilized by the vertical trees at the right, 

panel representing Venus and Mars [14.7] in the National Gallery, 
London, was apparently painted to commemorate the famous tournament 
referred to above in which Giuliano de’ Medici and Simonetta Vespucci were 
the romantic principals and received popular acclaim. The panel is long and 
narrow, being much wider than it is high. The nude form of young Mars 
is stretched out at the right, his limbs relaxed, his head thrown back, in 
us, clothed, reclines at the 














nymph 























deep sleep after the exhaustion of the joust. 
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left and smiles at the lassitude of her lover. A group of baby satyrs glee- 
fully start to carry off the lance and armor of the unconscious god of War. 
Botticelli's sureness and beauty of line is ably demonstrated, especially in 
the rendering of the figure of the young god. 

The popular romance came to a sudden end when Simonetta died of 
tuberculosis in 1476. Two years later Giuliano was assassinated in a plot 
against the Medici. A rival family, the Pazzi, jealous of the power of the 
Medici, had planned to liquidate Lorenzo and his brother Ciuliano in dra- 
matic circumstances. The date was April 26, 1478. The place was the ca- 
thedral of Florence. The signal for the assassination was the elevation of 
the Host during the Mass. The Pazzi hoped to seize the power during the 
resulting confusion. Though Giuliano was killed, Lorenzo was rushed by 
friends into the sacristy of the cathedral, and eventually the plotters were 
seized and the rebellion put down. The perpetrators were hanged from the 
walls of Florence. 

A picture which in all probability commemorates this event is Botti- 
cells Minerva and the Centaur, now in the Pitti Palace, Florence. Minerva, 
the goddess of Wisdom, stands holding the Centaur, who symbolizes fool- 
ishness, by his hair as a sign of her domination over him. Since the Medici 
used the figure of Minerva frequently as a device, and since the Italian word 
for fools or crazy individuals is pazzi, the picture seems to be a fitting al- 
legorical epilogue to the abortive attempt of the Pazzi rebellion. Botticelli 
had also been commissioned to paint the figures of the executed rebels on 
the outer faces of the walls of Florence. 

An important social event in Florence in 1486 was the marriage of the 
patricians Lorenzo Tornabuoni and Giovanna degli Albizzi, which Botticelli 
‘was commissioned to commemorate in two frescoes in the Villa Lemmi. He 
chose as his theme allegorical portraits of the bride and bridegroom. In the 
one Lorenzo Tornabuoni is being received by the seven Liberal Arts, in the 
other Giovanna degli Albizzi is being presented to Venus by the Three 
Graces. We have previously noted that these Arts and Graces had been used 
by Piero della Francesca on the reverse of the portraits of the Duke and 
Duchess of Urbino. Apparently it was a form of flattery acceptable to noble 
and patrician patrons to have the husband represented as a man of culture 
and learning and the wife as a paragon of beauty and love. 

The Villa Lemmi frescoes, considerably damaged, are now in the Louvre, 
but Botticellís ability with line is still amply evident, particularly in the 
heads and forms of the three Graces and of Giovanna. 





Religious Paintings 

When, in 1481, Pope Sixtus IV summoned to the Vatican the outstanding 
painters from Florence and Umbria to decorate the walls of the Sistine 
chapel, newly built and bearing his name, Botticelli was placed in charge 
of the project. His Sistine frescoes will be considered in a later chapter, 
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14.8, Bornicett: [ustration for Dante's Inferno, Canto XIV (1485-1495). Ink 
drawing, Kupferstichkabinett, Berlin 


What is important to us here is that as the result of his preoceupation with 
religious subject matter for the decoration of the Sistine chapel, Botticelli 
again interested himself in painting Christian subjects. 

As we have seen in the Birth of Venus, Botticelli’s conseience had not 
been entirely at ease when he was painting pagan subjects. Perhaps he re- 
read his Dante with the graphic descriptions of Hell, Purgatory, and Para- 
dise. At any rate he undertook to illustrate the Divine Comedy. 

These illustrations of the Dante classic are without question among the 
finest accomplishments in line of all times, In them Botticelli achieves re- 
markable effects of texture, movement, and form found in the vivid de- 
scriptions of Dante's poem, for example the impassable and poisonous tan- 
gle of thorny bushes mentioned in Canto XIII of the Inferno, or the flinty, 
jumbled rocks descending into one of the circles of Hell, and the slither of 
the snakes as they attack their victims, described in Canto XIV [148]. Most 
remarkable of all is the effect of the complete dematerialization of the forms 
of Dante and Beatrice as they are drawn through space into the Seventh 
Heaven (Canto I of the Paradiso) like rays of sunshine passing through 
water without disturbing it [149]. 

Two of Botticell’s most famous Madonnas are the Madonna of the 
Magnificat and the Madonna of the Pomegranate, both in the Uffizi and 
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14.9. Bornicentt: Illustration for Dante's Paradiso, Canto I (1485-1495). Ink draw- 
ing. Kupferstichkabinett, Berlin 


both painted after he began his work in the Sistine chapel. For both, he 
chose the tondo form but adapted his designs to the round frame differ- 
ently. In the Madonna of the Magnificat [14.10], the bend of the Madonna's 
head and the positions of the Christ child and attendant angels given curvi- 
linear accents that for the most part are parallel to the circumference of the 
circular frame. In the case of the Madonna of the Pomegranate [14.11] the 
grouping is such as to produce a conical design, with the head of the Ma- 
donna at the apex and the angels forming a circle at right angles to the 
frame. Both compositions are justly famous for the beauty of the faces, for 
the hands, and for the hair created by Botticellis expressive line. Both Ma- 
donnas have extremely sensitive faces conveying a hyperwistfulness noted 
previously in the face of the Venus. It is as though the Madonna had fore- 
knowledge of the fact that her Son would one day sufer death upon the 
cross. Or is it that Botticelli is worrying about his own soul as well? 

There is in the Ufizi another, more monumental Madonna. She is en- 
throned and attended by four angels and six saints. The beginnings of de- 
spair are even more sharply etched in her face than in the two Madonnas 
just mentioned, but what beauty of line in the faces and hands of the an- 
gels holding the curtains of the canopy! 
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In the year 1489 the monk Savonarola appeared on the scene in Florence, 
He began his sermons in 1491, attacking the luxuries and vanities of life and 
prophesying doom to come, in the church of the monastery of San Marco 
where he dwelt as a member of the Dominican community. His attacks wer 
directed against the Neoplatonie humanists who included Lorenzo de’ Medi 
and the most brilliant minds and artists of Florence, The effect of his preac! 
ing was tremendous. The crowds could not be handled at San Marco so he 
moved to the pulpit of the duomo. Eventually there was formed a group 
of adherents to his cause who were known as piagnoni (snivelers) because 
they went about with long faces predicting and fearing destruction and hell, 

In 1492 Savonarola preached a startling sermon, beginning with the 
words, “Behold the sword of the Lord that soon and swiftly will descend 
upon Florence.” Shortly after, the duomo in Florence was struck by light- 
ning. and in the same year the great Lorenzo de’ Medici died. (Lorenzo 
had been interested in the sermons of Savonarola and had had him called 
to his deathbed.) About the same time French armies invaded Italy and 
brought with them the confusion that was to reign in Italy for many years, 
As for Florence, the glorious reign of the Medici was momentarily brought 
to an end. Savonarola had gained great prestige from the fulfillment of his 
prophetic utterances and from Lorenzo's last act, In 1496 he took political 
control of the city and staged the famous Bonfire of the Vanities in which 
many works of art were destroyed as the result of the fanaticism of the 
mobs, His reign, however, was short-lived. Charges were brought against 
him; he was deserted by the Church, and finally met his death at the stake 
in 1498. 

‘The sensitive and temperamental Botticelli, always emotionally unstable, 
had been an ardent adherent of the cause of Savonarola. The neopagan move- 
ment had appealed to him because of its restatement of the ideal of phys- 
ical beauty and its general appeal to the imagination, We have seen how he 
indulged in the representation of ideal beauty poetically expressed. But he 
had never abandoned his Christian belief-perhaps like many another Neo- 
platonic Christian (such as the philosopher Ficino) he hoped that Platonism 
and Christianity might be blended-and his emotional insecurity at this time 
has been noted in the expression paínted into the face of Venus and the 
contemporary Madonnas. Then came Savonarola with his thunderings against 
the pagan taste and his threats of damnation and hellire, Botticelli was 
sent into an emotional tailspin. 

His state of mind is reflected in a number of paintings done while un- 
der Savonarola's influence, In the large Coronation of the Virgin [1412] in 
the Uffizi, the Virgin in the upper part of the picture bends over to receive. 
the crown from Christ's hands in an exaggerated movement of submission. 
The angels whirl about them in an excited circle. In the lower register are 
Saints John the Evangelist, Augustine, Jerome, and Eligius. At the left St. 
John is pointing dramatically to the Coronation, like an apocalyptic counterpart 
of the preaching friar. In spite of the disturbed emotional undercurrent, there 
























1412. BOTTICELLI. 
Coronation of the Vi 
gin (c. 1490), Panel 
painting, 149" x 101%". 
Uffizi, Florence (Anc 
derson) 
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dinary appeal in its be. 

In a panel in the Metropolitan Museum in New York, representing the 
Last Communion of St. Jerome, the exagi 
tion of the Virgi 
des 





the Corona- 
most 





ated poses sec 










ed. The aged and dying saint re 
tely for the holy wafer that will assure him of salvation. 

e Allegory of the Cross in the Fogg Museun bridge, Mass, 
was also painted under the influence of Savonarol nost the d 
rect result of the famous sermon of 1491, for in the background is the city 
of Florence. A storm is approaching from the right and a fork of lightning 
strikes at the dome of the thedral. In the foreground is the Crucified. A 
female figure, like a Magdalen, has thrown herself to her knees and des- 
perately clutches the feet of Christ while an angel with a sword points to 
Christ and to the happenings in the background. 
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14.13. Borricxuun: Pietà (c. 1496). Panel painting, 554” x 81%”. Alte Pinacothek, 
Munich 


‘The most emotionally disturbed of all thes ligious pictures is the 
Pietà [1413], or Lament over the Body of Christ, in the Alte Pinacothek 
Mu 
like Christ lies across the lap of the Madonna gone limp in a faint against 
the shoulder of St. John who supports her and the cloth beneath Christ's 
body. Two of the three other Marys bend hysterically over the head and 
feet of the dead Saviour. The third, holding the three nails of the P. 
leans solieitously toward the Madonna and, together with the St, John, form 








um at Munich. The rigid form of a youthful, beardless, and Adonis 





a parenthesis in design enclosing the figure of the suffering Mother of God. 
St. Peter stands in silent withdrawal to the right, while to the left St. Je 
horite and St. Paul with his sword n 
ing group. The effect, however, is rath 
cism found in Fra Angelico's paintings, where us 





stically become part of the 





moun the opposite of the mysti 





y with God and the state 
of happiness and bliss are postulated. Here, beginning with the design that 





suggests the falling apart of the petals of a rose, the effect is one of des- 
peration and hopelessness, the reflection of Botticellis own fear of damna- 
tion, Remarkable 
survival of Botticelli" 


his picture in spite of its hectic Christian content is the 
eoplatonism in the representation of the ideal, youth- 
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14.14. Bornicenta: Nativity 
(1500). Panel painting, 
4234" x 28%", National Gal: 
lery, London (Anderson) 





ful, 





nd beardless form of Christ that goes counter to the traditional repre. 
ions of the Saviour, Castagr 
of Christ in the frescoes of the Crucifixion, Depositio 
in Sant’ Apollo 

We can only in 
public execution of 





however, had used a you 













Florence (see page 231). 
gine the further shock to Botticell’s emotions at the 
vona 





s a heretic and a fraud. But we have direct 
evidence of his state of mind in the year 1500 after a certain Doffo Spini 
had confessed to him that the charges against Savonarola had been con- 
cocted and that the monk had bee 
painted the Nativ 
full of excitem 


sincere to the end, whereupon, Botticelli 








[1414], now in the National Gallery, London, that is 
and joy. The Madonna, set in the middle distance, kneels 
in rapture before the Christ child lying in the straw of the manger. A ring 
of angels, resembling those of Fra Filippo at Spoleto or Botticellis own an- 
gels in the Coronat 
which Christ was born 
several piagno 








of the Virgin, dance in the sky above the she 





in 
In the immediate foreground, angels are embracing 
who apparently have arrived in Paradise, At the right the 
devil lies bound in chains, Botticelli adds a long inscription at the bottom 
of the picture: 





288 - THE FIFTEENTH CENTURY 


This picture I, Alessandro, painted at the end of the year 1500 during 
the trouble in Italy in the half-time after the time which was prophesied in the 
11th of John and the second woe of the Apocalypse when the devil was 
loosed upon the earth for three years and a half. Afterward he shall be put 
in chains according to the rath woe, and we shall see him trodden under 
foot as in this picture, 


Interestingly the joy apparent in this picture is not the simple childlike bliss 
encountered in Fra Angelico's heavenly creatures but has a hectic emotional 
flavor resembling that present in the reunion of persons who had given each 
other up as lost forever, 





So we see in Botticelli the example of a fifteenth-century Christian trying 
to adjust himself to the Neoplatonic culture of the day but forced by his 
Own conscience to return to the Christian fold through fear of losing his 
soul. Botticelli was, however, the first Italian artist of that century to paint 
an ideal of beauty according to Classic concepts. 
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Domenico Ghirlandaio 


Of all his contemporaries, Dome (1449-1494) gives us the 
best picture of Florentine society at the high moment of its culture in the 
last quarter of the fifteenth century. He depicts with great fidelity the luxury 
of patrician palaces and the refinement and good breeding of the people 
who lived in them. His portraits are the most elegant of the period. His re- 
ligious paintings, set in contemporary Florentine surroundings and filled with 
contemporary personalities, are rendered with such technical excellence and 
beauty of design that their religious content becomes a matter of secondary 
interest. Often his figures are aware only of themselves, their fine surround- 
ings, and their social importance; and their calm dignity is not disturbed by 
any flights of faney or expressions of emotion by the artist, An excellent 
example is the fresco panel of St. Jerome [15:2] in the Ognissanti, which 
we shall consider shortly. Yet Ghirlandaio's developed style has a definite 
charm and a delightful quality in its cool emotional aloofness. 


























‘The two frescoes in the small chapel of Santa Fina in the Collegiata at San 
Gimignano, painted about the year 1475, have never failed to captivate those 
who take the trouble to pay them a visit, According to the story, the beau- 
tiful young saint from San Gimignano had been warned by her mother never 
to pay any attention to the advances of young men whom she might meet 
in public. One day as she was strolling across the square accompanied by 
her duenna, a handsome youth, impressed by her beauty, presented her 
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15.1. Domenico 
Gumraxpao: The 
wnerl of S 
le ag 
Chapel of 
Fina, Collegi- 
imignano 
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1 it, but on the w ted of 
fter she was stricken with paralysis and 
had to lie stretched out on a plank unable to move, enduring the gnawing 
of rats and mice on her body. To add to her misery her mother died sud- 
denly and left her to the tender mercies of her nurse and a kindly neighbor. 
'he first of the two frescoes in the handsome small chapel, whose altar 

is adorned by the delicate sculpture of Benedetto da Majano, shows the 
saint, prone on her plank, attended by her two faithful friends. She per- 
ceives in a vision the figure of Pope Gregory the Great who urges her to 
have patience in her suffering, reminds her that he too had submitted to 
physical trials, and promises her a speedy release in death, Her companions 
seem conscious that something strange is happening. She died on Gregory's 
feast day, and in the second fresco on the opposite wall is her funeral cere- 
mony [15.1], at which a small blind boy is miraculously cured by touching 
his eyes to Santa Fina's feet, The problem of designing the lunette is beau- 
tifully solved by horizontal accent of the bier, by the vertical lines of the 
la res, of pilasters of the apse and of the towers, and by the semi- 
circular curve of the apse itself. The varying heights of the towers in the 
background, for which San Gimignano is still famous, make an effective tr 
sition from the vertical aecents to the curvilinear ones by their festooned 
hm. The figures in the foreground around the recumbent saint recall 
Fra Filippo Lippi's compo: the Funeral of St. Stephen [13.8] at Prato. 
a Filippo's style in his early paintings 
other works, such as the fresco of the Madonna of 
Pity in the church of the Ognissanti, made for the Vespucci family. One of 
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15.2 (eft), Domrsico Gimuaxnaıo: St, Jerome in his Study (1480). Fresco, Ognls- 
santi, Florence (Alinari) 

15,3 (right). Saxono Borrickuun: St. Augustine in his Study (1480). Fresco, 
Ognissanti, Florence (Alinari) 





the younger members of this family represented in the fresco 
go Vespucci after whom the continents of North and South America 
were named. The Deposition below it, added somewhat later, however, shows 
a style that in its harshness resembles the work of Andrea del Castagno. A 
third influence in Ghirlandaio's style, as was true also of Bott 
from the master Verrocchio whose shop at that time was one of the most 
important in Florence. The d forehead, the small 
chin of the Virgin present in a series of Madonnas at this time (of which 
one in Sant’ Andrea at Brozzi is an example), the heavily modeled terra- 
cottalike body of the Christ c 1 the elegantly posed hands of the s 
—all are found in the works of Verrocchio and his school. 

‘After working at San Gimignano, Ghirlandaio made his first trip to Rome 
in order to undertake some decorations for Pope Sixtus IV in the Sala Lat 
of the Vatican library. These consisted chiefly of bust figures of pagan phi- 
losophers and Church fathers. 

Back in Florence, Ghirlandaio was again painting for the Vespucci 
ly in the church of the Ognissanti in 1480. Here he painted in 
fresco the Early Christian Church father St, Jerome [152] in the guise of 
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1544: Domesico Gmmtasoxio: The Last Supper (1480), Fresco, Ognissanti, Flor 
nce (Alinari) 





a Florentine patrician humanist seated in the midst of his elegantly fur- 
nished library-study writing his translat 
ration. The details of the Oriental rug on the table, the manuscripts on the 
shelves, the eyeglasses, the scíssors, and other paraphernalia are rendered in 
the meticulous manner of a Flemish artist. As a co 
in competition with Ghirlandaio, Botticelli had painted the figure of another 
Church father, St. Augustine [15,3]. The contrast is striking, Botticelli is not 
concerned at all with the minutiae of setting but depicts St, Augustine as 
an inspired mystic filled with emot 

At the same time (1480) Ghir y with the fresco of the 
per [15.4] in the refectory of the Ognissanti. It is an interesting and 
important transitional painting of this subject between the earlier composi- 
tion by Castagno [11.12] and the later one by Leonardo da Vinci [19.10], 
Although the figures of the apostles still retain some of C: 
their emotional reaction to Christ's words anticipates Leonardo's psycholog- 
ical organization of the situation. Peter has even drawn a knife as if to 
threaten Judas on the other side of the table. G 
nardo in painting the scene as though it were 





of the Bible with calm concen- 








ion piece, but also 

















land 
Last 











stagno's rigidity, 












daio also 





ticipates 
king place on a raised 
open loggia at the end of the refectory. The setting has a patrician richness 
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in its tiled floor, fine damask tablecloth, the glassware on the table, and the 
view through the open arches into the tops of trees of a landscaped garden 
among which falcons and other birds are flying. 


In 1481-1482 Ghirlandaio was among those artists called to Rome to deco- 
rate the walls of the Sistine chapel, He was to paint several of the popes’ 
portraits in the window zone, and also the scene of Christ Calling the Apos- 
tles [17.3] in the main series of the life of Christ, This scene will be men- 
ioned again when we consider the whole cycle of the decorations of the 
Sistine chapel walls. Here we call attention to Ghirlandaio's use of the river 
valley and the stream flowing down from the background to the foreground 
directly behind the central figure of Christ, This background device is char- 
acteristic of Ghirlandaio and was inherited from the tradition stretching, back 
through Antonio Pollaiuolo and Baldovinetti to Domenico Veneziano. 

Ghirlandaío's most monumental achievements in fresco painting were 
those in Santa Trinità and ín Santa María Novella in Florence after his 
second return from Rome. 

Francesco Sassetti, a Florentine banker and representative of the Medici 
terests in Avignon and Lyon, and whose family had long been associated 
with the Dominican chureh of Santa Maria Novella, wished to have frescoes 
painted there with scenes from the life of his patron saint, Francis. This idea 
was met with strenuous objections from the Dominicans, the rival order of 
the Franciscans. The upsshot was that Sassetti transferred his interest to the 
church of the Trinità and commissioned Ghirlandaio to decorate the small 
chapel to the right of the crossing with scenes from St. Francis’ life [155]. 

one of the six episodes represented, two to each of the three walls, 

n used earlier by Giotto at Santa Croce: Franeis renouncing his father's 
the Granting of the Rule by Pope Honorius III; the Trial by Fire 
before the Sultan of Morocco; St, Francis Receiving the Stigmata; and the 
Funeral of the Saint. The sixth was one of the miracles ascribed to him, the 
reviving of the Spini child. In all these scenes, with the exception of the 
Stigmata, the major episode is almost lost ín the midst of all the local con- 
temporary personalities brought in on the sidelines. Most of the back- 
grounds too are local, In the Granting of the Rule zza della Sig- 
moria acis as the background, while Lorenzo de’ Medici, his young sons and 
their tutor Poliziano, and other friends occupy the foreground. In the Mir- 
acle of the Spini Child, the present Via Tornabuoni with the church of the 
Trinità and the bridge of the Trinità make up the background. In the vaults 
above are the four Classical sibyls as prophetesses of the coming of Christ. 
For the altar of the chapel Ghirlandaio was commissioned to paint the 
panel with the Adoration of the Shepherds [156]. To right and left of the 
altar the portraits of the kneeling donor and his wife are painted in fresco. 
Below them is the dedication date, December 25, 1485. The altarpiece, which 
also bears the date 1485, calls for attention because of a number of interest- 
ing features: the Virgin kneeling in adoration before the Child after the 
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15,6. Domenico Gitinaxpato; Adoration of the Shepherds (1485). Pan 
painting, 65%” x 65%”. Sassetti chapel, Santa Trinitä, Florence (Ali 





fashion set by Fra Filippo; the troop of the M. alling the winding pro. 
cessions of the International Style; the Classical sarcophagus as manger 
surely a reminiscence of Ghirlandaio's stay in Rome; and, final! 
herds at the right. These shepherds with their gnarled hands and realistic 
faces were definitely influenced by those appearing in the altarpiece of the 
Adoration of the Christ child by the Flemish painter Hugo van der Goes that 
had been set up in the chapel of the hospital of Santa Maria Nuova in Flor- 
o e 1470's. Tt had been commissioned about 1475 by the Me 
agent in Bruges, Tomma 
it caused a gres 

The second great fresco commission undertaken by Ghirlandaio in the 
1480's was the decoration of the choir of Santa Maria Novella. The contract 
with the donor, Giovanni Tornabuoni, was signed in the fall of 1485 and 
the work finished by May 1490. Leaks in the roof over the choir had ruined 
the earlier frescoes of the Life of the Virgin by the fourteenth-century artist 
Orcagna (p. 169), and after much dickering the great Florentine patrician 
finally arranged for the restoration of the choir and for its redec 

The wall arcas to right and left were divided by 









y, the shop: 








e in the la 








o Portinari, who had it sent to his native city where 
stir among local painters. 





















ration. 





3hirlandaio into six 
rectangular sections in three tiers of two's and surmounted by a pointed 
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7. Domesico Gimuasoato: The Birth of the Virgin (1486-1490). Fresco, Choir, 
Santa Maria Novella, Florence (Alinari) 


lunette. One section was separated from the next by a painted pilast 
the left wall were the scenes from the life of the Virgin: her Birth [15, 
Presentation in the Temple, the Betrothal, the Adoration of the Magi, the 
Massacre of the Innocents, and, in the lunette, her Death and Assumption. 
Balancing these on the right wall were the scenes from the life of St. John 
the Baptist, the patron saint of Florence: the Appearance of the Angel to 
Zacharias; the Visitation; the Birth of St. John; St. John Preaching in the 
Desert; the Baptism of Christ; and, in the lunette, the Feast of Herod and 
Salome's Dance. In the cross vaults over the choir are the usual four evan- 
gelists seated on clouds with their symbols, 

Into these frescoes Ghirlandaio crowded as much of Florentine patrician 
elegance as possible. In almost every scene, along the sidelines, Florentine 
contemporaries are present. In the scene of the Angel appearing to Zaccharias 
there are so many bystanders that the event from the New Testament story 
is practically smothered—althi cording to the story, Zuccharias and the 
angel were alone in the temple. Even the Florentine patrician ladies make 
their appearance for the first time here in the birth scenes of the Virgin and 

. John the Baptist (where the ladies come in as the congratulating friends) 
and also in the Visitati ach group is headed by an important lady 
of the Tornabuoni family, as, for example, Giovanna Tornabuoni in the V 

ion scene. This profile is also known from the portrait formerly in the 
Morgan Library in New York and now in the Thyssen collection, Lugano. 





. On 
her 









































15.8. DOMENICO GHIRLANDAIO: 
The Adoration of the Mas 
1488). Panel painting, 112 
x 944”. Innocenti, Florence 
Alinari 





The ele; 





ce of the interior of Florentine palaces is reflected in the birth 
pecially in the Birth of the Virgin [15.7] where the room is deco. 
ed with delicate intarsia panels and stone carving. Fragments of Classical 
sarcophagi with playful putti are set in a the back wall 
serving as a repeat in the middle distance for the processional group in the 
foreground. The outdoor scenes are mostly set a; 











he frieze, the one 








inst arcades or loggias 
through which vistas of streets and squares are afforded. In the Massacre of 
the Innocents and in the Adoration of the Magi are rr 
sical architecture recalling Ghirlandaio’s visits to Rome. 








icences of Clas- 








During the period when he was at work on these frescoes, Ghirlandaio was 
also active with panel painting. It will suffice to mention one of his most 
famous accomplishments: the altarpiece of the Adoration of the Magi [15], 
painted for the Hospital of the Innocenti (the Foundlings) in Florence. The 
characteristic river-valley background is seen thro 














h the openings and at 
the sides of the manger with elegantly curved pilasters. Shepherds, in Flem- 
ish 





ashion, look in at the main scene from across the manger wall. The 
Virgin and Child, well-centered between the ox and the ass and small groups 
of Florentines, receive the gifts and homage of the Magi. The two Sts. John 
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15.9: Domenico GurmLaxDato: Por- 
trait of Old Man and Boy (c. 1490). 
Panel painting, 24%" x 184”. Louvre, 
Paris (Alinari) 





in the foreground each present to the Holy Family the tiny figure of a mar- 
tyred Innocent with glowing rayed haloes about their heads. The picture is 
dated 1488. 

To this period also belong several of Chirlandaio's best-known portraits, 
the one of Giovanna Tornabuoni already mentioned, the one of Fra 
Sassetti and his son in the Bache Collection in New York, and the charming 
portrait in the Louvre of the Old Man 
with 
young grandson or pupil 














] whose large nose is covered 
eager greeting from his very 





m blosso 





and who is receiving 





Filippino Lippi 

‘The career of Filippino Lippi, the son of Fra Filippo and Lucretia Buti 
can be followed rather easily both from documents and from dated mom 
ments. Born at Prato in 1457/8, he apparently went to Spoleto with his father, 
who worked on the cathedral frescoes there from 1466 until he died in 146 
Consequently, at a very tender age, Filippino received his grounding in the 
art of painting from his famous father, He must then have attached himself 
to Botticelli, for in the records of the Guild of St. Luke in Florence for the 
year 1472 Filippino is mentioned as painter with Sandro Botticelli. Although 
there are no dated paintings by his hand extant before 1483, ns pos- 
sible that some of the works given by Berenson ® to the Amico 























* Bernhard Berenson: Italian Pictures of the Renaissance. Oxford, 1932. 
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15.10. Fızierixo Liri: The 
Angel of the Annunciation 
(1483-1484). Panel painting, 

"dia. Museum, Town 
San Gimignano (Ander- 













di Sandro, “Friend of Sandro,” are by Filippino. The Tobias and the Three 
Angels in Turin and a small group of Madonnas (for example, the one in 
the Hermitage at Leningrad) in which the walled-in garden used by his 


father appears seem to belong to this early period. 








When in 1481 Botticelli, together with other artists including Ghirlandaio 
no, was summoned to Rome to decorate the walls of the Sistine 
lippino must have stayed behind in Florence to carry on the work 
the Palazzo della Signoria. In 1483 he was 
ed the charming Annunciation in two tondi, 


and Peru; 





chapel, 





on frescoes begun by Perugino i 
at San Gimignano, where he pa 
one containing the Angel Gabriel [15.10] and the other the figure of the 
Virgin. It is interesting to note that Filippino has split the scene of the An- 
nunciation into two separate tondi to adorn the wall. The splitting of this 
scene is frequently found in gables, pinnacles, or even in small roundels of 
fourteenth- and fifteenth-century triptychs and altarpieces, but its use in 
more monumental tondi, as here, seems to be an innovation. The bits of 
still life and the view out the window in these tondi indicate Filippino's 
acquaintance with Flemish paintings. 

In 1484 he returned to Florence to finish the frescoes in the Brancacei 
chapel of the Carmine that the death of Masaccio in 1428 had left uncom- 
pleted, In the meantime, the Brancacci family had suffered political diffi 
culties, Francesco was exiled in 1434, and the ban was not lifted until 1474. 
Masaccio had been working on the lower tier of frescoes on the left wall 
of the chapel at the time he died, He had finished the St, Peter Enthroned 


























15.11 (left). Fiteriso Lie: St, Peter delivered from 
Prison (c. 1485). Fresco. Brancacci chapel, Carmine 
Florence (Anderson) 








15.12 (above). Fıuırino Lirpi: The Vision of St 
Bernard (e. 1486). Panel painting. Badia, Florence (Ali 





and a portion of the contiguous scene of St. Peter and St. Paul raising the 
son of Theophilus. This scene Filippino now finished, as well as the scenes 
of SS. Peter and Paul before the Proconsul and the Crucifixion of St. Peter 
along the lower tier of the opposite right wall. He also filled in the space 
below the Temptation and the Expulsion [10.11, 10.12] with the episodes of 
St. Peter in Prison and St, Peter delivered by the Angels [15:11]. The sub. 
jects must all have been part of Masaccio's origi 

One of 

















scheme of decoratio 
gs of this period is the Vision 
of St. Bernard [15.12]. now in the Badia in Florence, In this panel the V 
gin, accompanied by appears to St. Bernard 
to give him strength to carry on his labors in writing. In addition to the ap. 








ilippinos most popular paint 








group of charming an 





pealing angel types that take such a lively interest in what is going on, the 
sensitive interrelation of the hands of the Virgin and the saint in the center 
tention. The landscape background again 
suggests Filippino's knowledge of contemporary Fl 


of the picture is worth special 








mish pictures 
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15.13. Fırwrixo 
Lippi: Nerli altar- 
piece (e. 1488) 
Panel painting. 
Santo Spirito 
Florence (Alinari) 





Another altarpiece [15.13] painted at this time is the one made for the 
Nerli family for their chapel in Santo Spirito, Florence, in which the donor 
and his wife are presented to the Madonna and Child and baby St. John the 
Baptist by SS. Martin and Catherine of Alexandria, The Madonna is en- 
throned in an open loggia with arabesque pilasters surmounted by putti. 
Through the open arches one glimpses a street scene in Florence with the 
Palazzo Neri at the right and a distant mountain at the left. € 
seem to have a reflection of Flem the treat 

















h usage i 





ent of this background. 


During tl 
important fresco projects. One 





late 1480% and e 





ly 14905 Filippino was oceupied with two 
as the decoration of the Caraffa chapel in 
Santa Maria sopra Minerva in Rome; the other was the frescoes in the Strozzi 
chapel in Santa Maria Novella in Florenc 

In the frescoes in the Caraffa chapel, 











pino gives ample evidence 
of his creative ability and produces an emotionalized style that is present 
in most of his later works. In the cross vault over the chapel he painted 
y sibyls instead of the mor. ntly used 
by other pi in similar cross vaults. The treatment of these sibyls was 
most unusual. Only one of them is placed frontally. The other three are in 
twisted, sidewise, reclining postures and are attended by angels and putti, 
forecasting the sibyls as represented later by Michelangelo in the 
ceiling or by Raphael in 
sible that Filippino was influenced, as others have suggested, by the figures 
in bronze of the Liberal Arts on the tomb of Pope Sixtus IV, on which Antonio 
Pollaiuolo was working at about this time. 








ual four e 














a Maria della Pace 
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Over the altar of the Caraffa chapel Filippino painted an Annunciation, 
giving it the appearance of a panel-altarpiece, Flanking it are two groups of 
apostles as part of the scene of the Assumption of the Virgin in the lunette, 
above which is the main feature of the chapel frescoes, In this Assumption 
the Virgin is encircled by jubilant angels recalling Fra Filippo's fresco at 
Spoleto or Botticelli's Coronation of the Virgin [14.12] in the Uffizi, But the 
foreshortening of these angels, their musical instruments, and the illusionistic 
architectural features seem to indicate that Filippino was also familiar with 
Melozzo da Forli's fresco of the Ascension with its musical angels [16.19] 
painted in the church of the SS. Apostoli in Rome a short time before. The 
puffy swirling draperies used by Filippino in both the cross-vault sibyls and 
in the Assumption scene add considerably to the emotional excitement that 
pervades these frescoes, 

The east wall of the Caraffa chapel contained a Triumph of the Virtues 
over the Vices, but this fresco was destroyed to make room for the tomb 
of Pope Paul IV in the sixteenth century. 

“The two west-wall frescoes were dedicated to St, Thomas Aquinas. The 
upper one illustrates the Miracle of the Crucifix [15.14] in which St. Thomas, 
kneeling before the crucifix, heard the voice of the Crucified commend him 
for his labors on behalf of the faith. The left-hand section of this fresco, in 
which the kneeling saint is shown accompanied by angels, is one of Filip- 
pino's most effective emotional passages in painting. The lower fresco is the 
scene of St. Thomas’ triumph over the heretics. One thinks back to the car- 
lier treatment of this subject in the fourteenth-century Spanish chapel in 
Santa María Novella in Florence (p. 173). But what a difference in the treat- 
ment of space elements since that earlier time, Filippino's treatment of space 
anticipates Raphael’s performance in the Disputà fresco [21.8] in the Vati- 
can Stanze. There are other rather startling details in this lower fresco, such 
as the figures on the balconies at the right of the St. Thomas fresco which 
are all the world like those to be used by Paolo Veronese a century later. 

All through these frescoes in the Caraffa chapel Filippino’s style shows 
the effect of Rome and its monuments—in the profuse use of the “grotesque” 
arabesques in the decoration of the painted pilasters throughout (so much 
in fashion with the Umbrian painters, see pages go6-g24) and also in the 
views of the houses of Rome through the loggias in the St. Thomas frescoes, 
In the one to the left in the Triumph fresco can be seen the equestrian 
statue of Marcus Aurelius when it was still in the Lateran area. 

Filippino's second fresco project was the decoration of the Strozzi chapel 
in Santa Maria Novella, Florence. He had contracted for this work with 
Filippo Strozzi before he went to Rome, and Strozzi graciously allowed the 
many interruptions caused by the Roman project. The first contract was in 
1487. Work, however, was not begun until 1489 but was interrupted almost 
immediately. Filippo Strozzi died in 1491. After further delays the chapel 
was finally consecrated in 1493, but payments to Filippino continued in 1494 
and 1500. An inscription gives the date of completion as 1302. 
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15.16. Fitiprixo Lirrt: Tabernacle with 
Madonna and Saints (1498). Fresco. 
Formerly on Strada Santa Margherita 
and now in the Museo Communale, Prato 
(Soprintendenza) 





Filippino's frescoes in the Strozzi chapel are even more extraordinary 
than those in Santa Maria sopra Minerva in Rome, both as to the details of 
the decoration and as to the emotional restlessness of the figures. In the 
four-part vault he placed four patriarchs of the Old Testament: Adam, Noah, 
Abraham, and Jacob, each surrounded by putto heads and associated attri- 
butes. Classical decorative grotesques abound in borders and moldings. 

On the north and south walls are two scenes cach from the lives of 
St. John the Evangelist and of St. Philip, one scene depicting a miracle and 
the other the martyrdom of the respective saint. On the north wall the epi- 
sode of St. John resuscitating Drusiana is shown. In the lunette above, the 
saint is being boiled in oil at the command of the Roman emperor Domitian. 
On the south wall St. Philip exorcises the dragon sacred to Mars in front of 
the statue of the god [15.15]. According to the legend the son of the king 
of Hierapolis had been killed by the noxious fumes issuing from the dragon's 
mouth and the saint had determined to put an end to the beast. The priests 
of Mars, however, used Philip's action as a pretext to have him crucified. In 
the lunette above this scene of exorcism, the cross bearing the saint is about 
to be lowered into the hole prepared for it by the executioners. On the en- 
trance wall of the chapel, on cither side of the window in the center, Fil 
pino painted illusionistic architecture with personified virtues, angels, and 
other figures below the bases of the columns, 
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These frescoes in the Strozzi chapel show to what extent 
imagination and fantasy were stimulated by the remains of Classical antiq- 
uity he had seen. But what he produced is not Classical. It is a strange mix- 
ture of Classical motifs and almost Savonarolian religious sentiment, and the 
decorative effect of something like the miracle of St. Philip [15.15] is almost 
rococo. 

Three other works by Filippino should be mentioned. One is the rather 
turbulent Adoration of the Magi, contracted for in 1494 with the monks at 
Scopeto. This was to take the place of the Adoration that Leonardo da Vinci 
had contracted to paint in 1481 but had never finished (which now hangs 
in the Uffizi in its unfinished condition). Although Filippino's picture is in 
part influenced by Leonardo's design in the triangular composition of the 
Madonna and the kings in the foreground, the rough shelter of tree trunks 
all askew behind the Madonna, the almost northern landscape background, 
and the emotional excitement of the crowd about the Holy Family are quite 
at variance with Leonardo's mathematical order and serenity, In Filippino's 
‘Adoration, now in the Uffizi too, the figures and general atmosphere approxi- 
mate what we saw in the two frescoed chapels in Rome and Florence. 

A second work of this period is the famous frescoed tabernacle that 
stood at the corner of the Strada. Margherita in Prato [1516]. In this work 
Filippino returned to a more placid emotional form of expression. Here the 
Madonna stands erect and turns slightly toward the right in front of a fes- 
tooned marble altar. The Christ child on her arm turns toward the spectator 
to bless with His right hand while fondling the small crystal orb of the world 
resting on His mother's right hand. Cherubs, hands folded in adoration, ap- 
pear in a circle of clouds behind the Madonna's head. Two side panels, giv- 
ing the tabernacle the form of a triptych, contain the figures of SS. Stephen 
and Catherine to the right and SS. Anthony the Abbot and Margaret at the 
left, the female saints kneeling in front of the male saints. This impressive 
work was broken to bits during an air raid on Prato during World War IL. 
The pieces were carefully assembled by a local artist, reset in plaster, and 
now is to be seen in the Museo Communale at Prato. 

Finally, mention should be made of Filippino's last work, the Descent 
from the Cross, commissioned for the church of the SS. Annunziata, Florence, 
in 1504. Filippino died suddenly of a throat infection that very year and the 
picture was finished later by Perugino. The portion finished by Filippino 
shows the same type of excited emotionalism we noted in his other late 
works, It is now in the Uffizi in Florence. 
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+16 
The Umbrians 








Be the end of the fifteenth century, the region of Umbria, ly- 
ing to the southeast of Tuscany, produced a number of painters, some of 
whom were outstanding figures in the development of Italian painting. We 
have already considered Gentile da Fabriano, the International Style artist 
whose influence was farflung throughout Umbria, the Abruzzi, and the 
Marches. Of less importance at this time was Ottaviano Nelli, a native of 
Gubbio. His Madonna with angels and saints in Santa Maria Nuova at 
Gubbio has great charm both in composition and color. Otherwise his style 
is rather provincial and harsh. 

An amazing series of frescoes was painted by an unknown artist of the 
International Style in the Palazzo Trinci at Foligno. Two rooms, a corridor, 
and the Hall of the Giants are covered with scenes from the legend of 
Romulus and Remus, personifications of the Liberal Arts and the Planets, 
the Seven Ages of Man, and huge figures of Classical, Old Testament, and 
Christian heroes. They constitute a rare document of early fifteenth-century 
secular painting. Many of the figures hold banderoles bearing inscriptions 
in French. Some areas of the frescoed plaster have fallen from the walls to 
reveal the preparatory sketches underneath. These have great vitality and 
freshness in the drawing of the figures and in the details of the naturalistic 
backgrounds. 

In the third quarter of the century a delightful painter by the name of 
Benedetto Bonfigli (died 1496) was active in Perugia and vicinity. He painted 
banners and altarpieces in a style reflecting both Benozzo Gozzoli and Fra 
Filippo Lippi. Most characteristic are the Adoration of the Magi, the An- 
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nunciation [16.1], and the banner with the figures of Christ and St. Ber- 
nardino in the gallery at Perugia, and the frescoes of St. Louis in the Pa- 
lazzo Pubblico of the same city. His angels with carefully coiffured blond 
ringlets and rose garlands set rakishly on their heads have great charm. 

In the gallery at Perugia are also eight panels with scenes of miracles 
performed by San Bernardino [36.2]. They are the decorations of a cup- 
board in which the banners of the saints were stored. Who the artists were 
who painted them is not known, but they bear the date of 1473 and are 
productions of great elegance and distinction, The beautiful architectural set- 
tings of some hint at the influence of Piero della Francesca. It has been sug- 
gested that Fiorenzo di Lorenzo is the guiding spirit in these compositions 
assisted by his young pupils Perugino and Pintoricchio. The distinct Jand- 
scapes with feathery trees resemble those we shall meet in the work of Peru- 
gino and Pintoriechio. The bystanders are for the most part young dandies 
dressed in the height of fashion and strike poses of sophisticated elegance, 
such as we have seen in the David by Pollaiuolo [11.17]. 











Perugino 

Certainly the most important Umbrian painter at the end of the ffteenth 
century was Pietro Vanucci (1445-1523), better known to us as Perugino. Al- 
though he lived and worked chiefy at Perugia except for his sojourn in 
Rome in the early 14805, his influence was widespread. His most famous 
pupil was Raphael. 

We have noticed how the compositions of paintings were becoming 
more and more crowded as the fifteenth century advanced, a phenomenon 
similar to that which had happened at the end of the preceding century, 
But in the fifteenth century this crowding was largely owed to a desire to 
put into the picture as many donors, prospective donors, and friends as 
possible. Perugino was aware of the compositional problems thus created 
and attempted to relieve the congestion, first, by eliminating all but the most 
essential figures and, second, by creating a far-distant background against 
which his figures were set. The figures themselves are usually brought well 
forward in the foreground and are rather monumental in scale. Behind them, 
an architectural feature, such as an archway or vault, leads the eye into a 
distant landscape, or else he has a landscape without architecture, flanked and 
dotted with feathery trees. Thus he made the backgrounds of his pictures 
act as a resonator, or loud-speaker, for the figures in the foreground. We can 
observe this in his well-known fresco of the Handing of the Keys to Peter 
‘on the walls of the Sistine chapel [17.4] (which we shall discuss in the next 
chapter), in the Pietà [16.3], and in the Madonna and Saints in the Uffizi 
and în the St. Sebastian în the Louvre. The most famous example is the 
Crucifixion [16.4] in the tiny chapel of Santa Maria Maddalena dei Pazzi 
in Florence, where the foreground is painted as an open loggia of three 
arches, as a part of the room itself, through which the Crucifixion and the 
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16.1 (above). Bexeoerro Bosricus: Annun 
tion (c. 1460). Panel painting, 90%” x 
Perugia Gallery (Anderson) 








16.2 (right). Sas Bensaniso Masten: A 
Miracle of San Bernardino (c. 1473). Panel 
painting, gols" x 224". Perugia Gallery (Ali 








distant landse 
to six: two to 





The number of fi he composition is held 
ch of the thr s. Sot well forward, they attain an 
traordinary monumentality and simplicity that is accentuated by the still 
ad landscape behind them, The vertical, diagonal, and hori- 
zontal accents in the composition are subtly and delicately balanced. 

In all his paintings Perugino established rather self 
ans of the poses of the figures-their tilted heads, the hands, legs, and 
that carry the eye across and around the picture. We become pro- 
gressively aware of the geometry of his designs, whether it is the simple 
verticals with a connecting festoon, as in the Uffizi Pietà [163], the pyra- 
mid in the Madonna of the Archangels in the National Gallery in London, 
or the cube set within a circle in the tondo with the Madonna and Saints 
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165. Prerno Penvciso: Ma- 
donna and Saints (c. 1490) 
Tondo, panel painting, 591% 
dia. Louvre, Paris (Alinari) 








[165] in the Louvre. He was very fond of using a double-decked and even 
a triple-decked composition, such as in the Resurrection of Christ in th 
Vatican Gallery or în the Assumption of the Virgin in the Uffizi. Other char- 
acteristics in these two pictures are the flying angels in curvelike posture 
carrying twisting banderoles floating from one level to another. 

Perugino's frescoes on the walls and vaults of the Cambio (the bank) 
in Perugia are famous not only as predecessors in a small scale of Raphael's 
decoration of the Vatican Stanze, but also as results of a cooperation be- 
tween a learned humanist and an accomplished painter. The subject matter 
for these frescoes was apparently suggested by Francesco Maturanzio, a pr 
fessor of rhetoric and of Classical literature in the University of Per 
In each of two wall lunettes beneath the vaults a pair of cardinal virtues, 
represented as personified, are placed in the upper level of the fresco, The 
figures of Classical "heroes" wearing fantastic helmets and headdresses are 
set beneath them and ar » antiquity, of the virtues in the up- 
per level [166]. In a third lunette, God the Father surrounded by angels 

the upper level is placed above the figures of six prophets of the Old 
Testament and six sibyls of In two other lu the Adora 
of the Shepherds and the Transfigu are represented. In the ceiling 
vaults medallions with representations of the seven planets and the signs 
of the zodiac are surrounded with delicate arabesque orna 
of tritons, satyrs, centaurs, sirens, and other fantastic i 
Amid the arabesques on the wall we find the self-portrait of Perugino, il- 
lusionistically painted as though it were in a frame hanging by a ch 
the wall. The date 1498 is above it, The decoration of the whole € 
is an excellent reflection of the attempt so frequently made by Renaissance 
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166 (above). Puerno Penucino: 
Fortitude and 
c Repr 
Fresco. Cambio, Perugia 


) 















854" x 761°. Pitti Gallery, 
‘e (Alinari) 
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humanists to blend the ideas and imagery of ancient culture with those of 
Christianity. Thus here the virtues of antiquity, the prophets and sibyls of 
the Old Testament and of the Classic past prefigure and foretell what is to 
come with Christianity. 

Raphael, as we shall see, was also to use Perugino's beautiful Entomb- 
ment of Christ [167], now in the Pitti Gallery in Florence, as the basis for 
the first designs for his own famous painting of the same subject [21.7] in 
the Borghese Gallery in Rome. In Perugino's picture in the Pitti the gestures 
and poses of the figures again give a special accent to the emotional con- 
tent of the episode and the whole group is set off and emphasized by the 
typical far-distant Umbrian landscape, It is interesting to remark that the 
figures in Perugino's paintings with their long bodies, their heads with broad 
brows and small features are local Umbrian types still to be seen on the 
streets of Peru 

Perugino lived to a ripe old age and was eventually eclipsed by the 
artistic giants active in Rome—Raphael and Michelangelo, But he continued 
working in Perugia in his established manner and even undertook to finish 
a fresco of the Trinity in San Severo in that city that had been begun and 
left unfinished by his pupil Raphael in the days of Raphaels high renown. 





Pintoriechio 


Another pupil of Perugino, but much less gifted than Raphael, was Ber- 
nardino di Betto (c. 1454-1513), better known as Pintoricchio.* Perugino 
must have thought sufficiently highly of his talents, since Perugino took 
Pintoricchio to Rome on the Sistine chapel project and allowed him to 
paint several of the frescoes, as we shall have occasion to note in the next 
chapter. These were the episodes from the early life of Moses and the Bap- 
tism of Chris 

Pintoricchio's pleasing style brought him other commissions in Rome, the 
first being the frescoes in the church of the Aracoeli with episodes from the 
life of San Bernardino. His most important work in Rome, however, was the 
decoration of the apartment of Pope Alexander (VI) Borgia in the Vatican, 
where he frescoed five rooms. One contains the Assumption of the Virgin, 
scenes from the life of Christ, and the four evangelists. The second, the 
Room of Saints, has episodes from the lives of Susanna, Barbara, Anthony 
the Abbot, Paul the Hermit, and Catherine. Isis and Osiris appear in the 
ceiling fresco, In the third room, that of the Arts and Sciences, geometry, 
arithmetic, music, rhetoric, and grammar are represented as female figures 
enthroned and flanked by historical personalities active in these arts, The 
fourth room of Creeds contains the figures of prophets, and the fifth has 
representations of the sibyls and consequently is known as the Room of the 















* The name is also spelled Pinturicchio and Pintorricchio. 


168. Benxanpıxo Pivto- 
mrccmo: — Resurrection, 
with Pope (1492-1495). 
Fresco, Borgia apartments, 
Vatican, Rome (Alinari) 








Sibyls. In the first room, in the fresco of the Resurr 
Pope Alexander VI is portrayed kn 
which Christ has risen, 

All these Vatican frescoes are p 
1 rocks 


on of Christ [168], 
ing to the left of the sarcophagus from 





ted in brilliant colors. De 
the background, haloes, and some- 
‘even the entire sky are embossed with dots of raised stucco covered 
with gold leaf. The effect of the colors and the gold as 
pensate for the softness and weakness of some of the fi 
were begun in 1492. 
years later we find Pintoricchio decorating a chapel in the church 
of Santa Maria Maggiore at Spello, which lies in the same valley as and 
not far from Assisi. A member of the ruling family in Perugia, the Baglioni, 
had recently been appointed bishop of Spello and consequently had the 
apel in question. The 
Shrist, and His Dis- 
ple. In the vaults of the ceiling are the 





ils of cos- 





tumes, armor, the flowers 








catchers com- 
res, These frescoes 




















popular painter from his home town decorate the cl 
three walls contain the Annunciation, the Nativity of 
pute with the Doctors in the Ten 
four sibyls on thrones similar to those in the Borgia apartments. 

ios major accomplishment next in importance to the Borgia 











Pintoriccl 
decorations is in Siena, Francesco Piccolomini of the famous noble house of 
Siena, who had been made a cardinal by his uncle Pope Pius I (Aeneas 
Sylvius Piccolomini), commissioned Pintoricchio in 1502 to decorate the 
walls of a newly constructed building adjacent to the chapel of St. John in 
Siena cathedral. This building was to house the library of Pius II. The next 
year, in September, the cardinal Francesco became Pope Pius III, but he 








16.9 (left). Bensanoino Preromic- 
cmo: Aeneas Sylvius received by 
James I of Scotland (1503-1508). 
Fresco. Piccolomini Library, Cathe- 
dral, Siena (Alinari) 








16.10 (right “ANDINO PrsTORICCANO: 
1, with Saints (1509). 
Andrea, Spello (An- 
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died three months later. By that time Pintoricchio had completed only the 
ceiling decoration, but, according to his contract with Pius IIL, the latter's 
heirs had him continue to decorate the walls of the library. This consisted 
of a series of frescoes elaborating certain episodes from the life of Pius II 
[6g]. These are seen through large arched openings painted illusionistic- 
ally to resemble a loggia with marble revetment and arabesque decoration. 
All the action in the scenes is set against the typical Umbrian, or rather 
Peruginesque, distant backgrounds, The whole effect is quite stunning and 
is an excellent example of monumental wall decoration of the period. 

In 1505, Pintoricchio returned to Rome to paint the ceiling of a chapel 
in Santa Maria del Popolo with figures of the evangelists, sibyls, and the 
four doctors of the Church, This was his last work in the Eternal City. 

Of his panel pictures, a number of sweet Madonnas have survived, re- 
flecting the charm already noted in his fresco figures. The enthroned Ma- 
donna in the Perugia Gallery and the Madonna in Sant’ Andrea at Spello 
[1610] are characteristic with their arabesque details on the throne and 
the glimpses of background in the distance. A Madonna and Child in the 
National Gallery, London, is representative of the more intimate type of 
half-length Madonnas. There is, as usual, a variety of detail, such as in the 
Oriental rug on the balustrade, in the flowers in the Madonna's hand, and 
in the trees and rocks of the distant landscape. 








Signorelli 
A more rugged Umbrian painter, whose primary interest, like that of the 
great Florentines, was in the human form, was Luca Signorelli (1441-1523) 
of Cortona. 

Piero della Francesca would appear to be the first master on whom 
Signorelli depended and from whom he got his interest in the heavy forms 
that he adopted. Later he was associated with the bottega of the Pollaiuoli 
in Florence. The Flagellation of Christ, now in the Brera Gallery in Milan, 
reflects these two sources of his early style. 

We shall concern ourselves mainly with Signorelli‘: fresco painting. The 
earliest evidence of his activity in this medium is the scene of the Testa- 
ment of Moses [1611] on the left wall of the Sistine chapel. This will be 
discussed in the next chapter. 

In the sacristy of the Santa Casa at Loreto Signorelli decorated the cight- 
part vault with seated figures of the evangelists and the four doctors of the 
Church. In the level above each of these is a standing angel. On the walls 
below are paired figures of the apostles, clad in the heavy drapery so char- 
acteristic of Signorelli, and the scene of St. Pauls conversion. 

In 1479 Signorelli was at work on frescoes in the cloister of the monas- 
tery of Monteoliveto near Siena. There he painted scenes from the life of 
St. Benedict in which groups of monks clad in their white habits are placed 
in the foreground against a rocky, far-distant background. The moss-topped 
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16.11, LUCA SIGNORELLI AND BARTOLOMEO DELLA GATTA: Test 


nt and Last Days 
of Moses (148: Fresco. Sistine chapel, Vatican, Ron 


) 





rocks appearing in some of these backgrounds are similar to those found in 
the works of other Umbrian masters, such as Pintoriechio and Fiorenzo di 
Lorenzo, the master of Perugino. 

Th es of frescoes executed by Signorelli, however, 
is that of the Last Judgment in the chapel of San Brixio in Orvieto cathe. 
dral during the years 149 ra Angelico had originally been commis- 

1445 to do this work, but, as we have already pointed out, he was 
called to Rome to decorate the chapel of Pope Nicholas V in the Vatican 
after only three months’ work at Orvieto. Fra Angelico had completed only 
two sections of t altar end of the chapel with the aid 

zo Gozzoli. These represented Christ coming as Judge 
led by angels, and a group of prophets. A few years before Signo- 
relli was asked, Perugino had contracted to do the work, but he never came 
to Orvieto be ents in Rome, Consequently, a period of 

psed before the frescoes were resumed by Signorelli 
Signorelli completed the work in the remaining two sections of the vault 
over the altar according to Angelico's designs. One section contains a group 
of the apostles, the other angels holding the symbols of the Passion. The 
four sections of the second cross vault of the chapel he filled with figures 
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16.12, Luca Sıoxonerui: The Blessed (1499-1502). Fresco. San Brixio chapel, Ca- 
thedral, Orvieto (Alinari) 


of patriarchs, martyrs, doctors, and virgin saints respectively. Then began 
the drama of the Last Judgment painted in the upper half of the walls of 
the chapel in the lunettes described by the vault arches, In the lunette over 
th 





entrance, partly cut it 





P 
Il sorts of por- 
ro to take place, The first lunette 
ching of the Antichrist that takes 

a wide, spacious piazza reminiscet no, Signorelli’s por- 
1 that of Fra Angelico appear in the left foreground. 





tents and unusual celestial phenom 
to the left of the as the pr 
place 
trait 








On the opposite right wall of the chapel and in the corresponding po- 
sition is the scene of the Resurrection of the Dead. Stalwart, athletic arch: 
angels are vigorously blowing trumpets in the hei above as the dead 
are pushing their way up out of their graves, The second scene on the left 
wall and next to the altar shows the assemblage of the Blessed [16.12] with 
angels hovering in the sky above. In this scene Signorelli exhibits his pre- 
with the nude human form. Male and female, he paints them 
all as perfect athletic specimens and emphasizes their muscular structure. 











occupa 








16.13. Luca SicxoneLLi: The Damned (1499-1502). Fresco. San Brixio chapel, 
Cathedral, Orvieto (Alinari) 


There is not an ounce of extra fat on any of them. Their skin is like a trans- 
parent sheet of rubber stretched over the muscles. Their poses are calm and 
relaxed. As counterpart to this scene the Damned [16.13] are represented 
on the right wall. Here all is struggle and turmoil as the 
the fighting mass of forms to bear them off to Hell.* There is scarcely any 
posture of the human form in action that Signorelli has not rende 
On the wall over the a 












ons fly among 





ed here. 
tar and opposite the entrance wall are the two re- 
ted by a window. To the left of the window the 
* receiving their reward, and to the right the Damned are enter- 
ing Hell. These overpowering frescoes had a great effect on Michelangelo 
—and on many artists who have since visited and studied them. 
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rist contemporaries of figures clothed in tinted 
ver, had appeared previously in the fourteenth- 
Hell in the Spanish chapel in Santa Maria Novella, 
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164. Lvca Sicsongcutn 
Dante (1499-1502) 
Fresco, — San — Brixio 
chapel, Cathedral, Or- 
vieto (Alir 





To relieve this titanic work in human forms, Signorelli decorated the 
lower half of the chapel walls with panels of delicate arabesque forms 
against a golden-yellow background, one large panel beneath each of the 
Last Judgment frescoes above. In the center of each panel he placed the 
portrait of a famous poet or philosopher—Dante [16.14], Vergil, Horace, Ovid, 
Lucian, and Empedocles-and around these, in small tondi in grisaille, he 
represented scenes from their writings which he set in the arabesque back- 
grounds, Remarkably handsome arabesques of intertwined human and ani- 
mal grotesques also decorate the bands and pseudo-pilasters separating the 
panels,* 

In the various panel paintings that have survived, Signorellí's love of 
monumental athletic form, both nude and draped, is manifest. Examples are 
to be found in the Crucifixion [165] in th 
Madonna Enthroned in the town hall at Volte 
the museum at Arezzo, and the Deposition in Cortona cathedral. His colors. 
too are striking, the deep red, the blues and greens and the aubergine pur- 
ples. 

"The tondo in the Uffizi with the Holy Family pushed far up against th 
front plane of the picture and adapted monumentally to the curve of th 
frame anticipates the problem of design Raphael set for himself in the Ma 
donna of the Chair [21.16]. Another Madonna and Child in the Uffizi within 
a circular frame [16.16], which itself is within a rectangular panel, is re- 
























* A small but very touching Pietà, frescocd on the wall of an arched recess in the right 
‚alas yon enter the chapel, is apt to be overlooked in the midst of these overpowering 
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1637. Luca Sicwo- 
neLLI: Pan (c 1488). 





staengl) 








lated if not the forerunner of Michelangelo's Doni Madonna [202]. In the 
middle distance of this Signorelli picture is a group of nude shepherds par- 
alleling the nude youths in the same place within the Michelangelo tondo. 
Signorelli's background, however, is in the fifteenth-century tradition and is 
much more detailed than Michelangelo's vague on 

An extraordinary accomplishment, finally, was 
ture of the god Pan [1617] enthroned an 

. The composit 











ignorell’s famous pic- 
ong a group of nudes, male and 
n resembled startlingly that employed by some modes 
c cubist painter, for example, André Lhóte. Unfortunately this pic- 
ture, in the former Kaiser Friedrich Museum, was lost during the early days 
of the Russian occupation of Berlin when the depot in which it and othe 
works of art were placed for safety was gutted by fire, 
















Melozzo da Forli 

In the fifteenth century, the city of Forlì together with the remainder of the 
region of the Marches was a part of Umbria, For this reason as well as for 
certain stylistic ones we consider Melozzo da Forlì (1438-1518) among the 
Umbrian painters. Although his early activities are still shrouded in mist, we 
do know that he was at the court of the Duke of Urbino between 146: 
1470 and there came in contact with the Spanish painter Pedro Berruguete 
and the Flemish artist Justus van Ghent. The styles of these three artists has 
often been confused. But while Melozzo was at Urbino he must also have 
met Piero della Francesca and become acquainted with his work. It is pos- 
sible that Melozzo also visited Padua ind saw the works of the 
ter Mantegna-whom we shall study later-and the sculpture of Dona- 


























16.18. Metozzo pa Fonti 
Pope Sixtus IV holding audi 
ence (1475-1477). Fresco. 
Vatican Gallery, Rome (Ali- 
nari) 





tello, In Melozzo's small Annunciation in the Uffizi the drapery of the Angel 
Gabriel has the crinkly, cling’ng, bronzelike quality of Donatello's sculpture. 

In the fresco painted by Melozzo between 1475-1477 of Pope Sixtus IV 
giving the famous librarian Platina the order to reorganize the Vatican Li- 
brary [16.18] various influences appear. The parallel planes of the architec- 
ture receding in perspective resemble those found in Donatello's relief sculp- 
tures in Padua and Florence, The figures have a stolidity associable with 
Piero della Francesca, and the effect of seeing the figures and the room 
slightly from below recall Mantegna’s experiments in "worm's-eye" perspec- 
tive at Padua. In the group we see the pope enthroned at the right. Platina 
kneels before him, In the second row are the pope's four nephews, the tallest 
one almost in the center of the fresco being Cardinal Giuliano della Rovere 
who later became the formidable Pope Julius II. The oak branches rising 
from the small vases, which decorate the front surface of the outer pilasters 
in the fresco, are the device of the della Rovere family to which the pope 
belonged, oak leaves and acorns appearing in its coat of arms, 

During the next two years—1478 to 1480~Melozzo was busy with the dec- 
oration of the apse of the church of the SS. Apostoli in Rome which Pope 























16.19 (left). Metozzo na Fonti: Musical Angel (1478-1480). Fresco fragment. 
Vatican Gallery, Rome (Alinari). 16.20 (right). Mevozzo pa Fonti: Detail of Angel 
(1484). Fresco. Vault of sacristy of San Marco, Casa Santa, Loreto (Alinari) 











Sixtus IV had undertaken to restore. The subject of the fresco was a h 
Christ ascending into Heaven and blessing the apostles standing below. A 
swarming crowd of putti surrounded the Christ. Between Him and the apos- 
tles were heavily draped large angels playing various musical instruments. 
The use of the cloud of putti, some in foreshortened positions, is again a 
clear reflection of the influence of Mantegna, who himself had borrowed 
the motif of putti from Donatello when the latter was working in the ba- 
a of St. Anthony at Padua. The heavy music-making angels and the apos- 
tles too were rendered in foreshortened poses as they would appear in na- 
ture from below. In the eighteenth century the fresco was broken up and re- 
moved. The Christ with the putti is in the Quirinal, Rome, and fragments of the 
musical angels [16.19] and of the apostles' heads are in the Vatican Gallery. 

Melozzos next project was the decoration of the vault of the sacristy 
of San Marco and of the old treasury both in the Santa Casa at Loreto, in 
which church Signorelli had also worked. The vault is octagonal in shape 
with a circular window at the top opening to the sky. The eight triangular 
areas of the vault Melozzo decorated with illusionistic architectural ribs and 
moldings laden with Classical motifs, such as the egg and dart, the bead and 
reel, guilloche, and leaves, On the impost molding at the base of the vault 
he placed eight seated prophets, one for each octagonal section; Z 
1, Baruch, Isaiah, Jeremiah, David, and Amos, 
a cartello with text from his writings. Above the head of ea 
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angel in heavy fluttering drapery [16.20]; one bears a lamb and each of the 
others bears one of the symbols of Christ's Passion. Above the angels a row 
of winged putti heads form a circle, making the transition from the octagon 
to a circular garland molding about the window at the top. The wall space 
below each prophet apparently was to have been filled with that scene of 
Christs Passion foretold in the passage of the prophesy contained in the 
cartello held by the prophet. The Entry into Jerusalem below Zaccariah is 
the only existing scene. The others were to have been: the Last Supper 
(Abdiah), Christ at Gethsemane (Ezechiel), the Betrayal and Judas’ Sui- 
cide (Baruch), the Flagellation (Isaiah), Christ condemned to be Crucified 
(Jeremiah), the Crucifixion (David), and the Deposition (Amos), The fig- 
ures of the prophets and of the angels are foreshortened in the Manteg- 
nesque manner. The generally static forms of the angels (in spite of the 
fact that they are supposed to be flying in the air) and the heavy rather 
voluminous drapery of all the figures derive from Piero della Francesca, 
We saw similar effects also in many of Signorell’s figures both in the scenes 
with the Blessed in the Orvieto frescoes and in many of his panel pictures. 

Finally, for Melozzo, there was the decoration of the circular vault in 
the chapel of the Feo family in San Biagio in his home town of Forli, painted 
in 1493-1494. The scheme of the decoration resembled that of Santa Casa 
at Loreto in abbreviated form. The coat of arms of the Feo family appeared 
at the top of the vault surrounded by a leaf and fruit garland. Below this 
was a double row of winged putto heads. The narrow space between these 
and the figures of the prophets seated on the rim-molding of the vault was 
filled with cofferings illusionistically rendered. In the pendentives of the vault 
were stemma-bearing putti. The church of San Biagio at Forli was hit by 
a bomb during World War II and completely obliterated. 
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The Frescoes on the 
Side Walls of the 


Sistine Chapel 





E 1480 the building of the papal chapel in the Vatican, undertaken by 
Pope Sixtus IV, was completed. The next step was to have it decorated. 
This took place between the fall of 1481, October 27 to be exact, when a 
contract was signed between the architect Giovannino de’ Dolci and the 
four painters Rosselli, Ghirlandaio, Botticelli, and Perugino, and May 15, 
1483, the feast day of the Assumption of the Virgin, when the chapel was 
dedicated. A certain number of the frescoes were apparently finished by 
mid-January in 1482. In August and December of that year Rosselli and 
Botticelli were again at work and in August Signorelli had come to partici- 
pate in the project after his release from civic responsibilities in his native 
city of Cortona. In addition to these painters there were present Pintoric- 
chio (as assistant of Perugino), Piero di Cosimo (as pupil of Rosselli), Bar- 
tolomeo della Gatta (from the workshop of Signorelli), and Fra Diamante 
(who had assisted Fra Filippo Lippi at Spoleto). 

Most fresco projects start at the top of the surface to be decorated and 
work downward. In the case of the Sistine chapel, the ceiling was painted 
a simple blue with gold stars to simulate the heavens. It was only twenty- 
six to twenty-seven years later that the stupendous project of decorating that 
space was undertaken by Michelangelo at the behest of Pope Julius II. Hence 
during the period of 1451-1453 the decoration was a matter of the walls. 
In the spaces of the top tier between the windows were painted portraits 
of popes, a feature to be found in paint and mosaic in numerous churches 
since Early Christian times. In the Sistine chapel they are represented as 
standing in front of shell niches. Of the twenty-four still to be seen, seven 
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have been identified as by Fra Diamante, eight as by Ghirlandaio, seven as 
by Botticelli, and two as by Rosselli. It was the decoration of the uninter- 
rupted areas below, however, that was the most interesting and important. 

As had been the case, too, in earlier church decorations, subjects were 
chosen from the Old and New Testaments that had typological significance. 
By typological, of course, we mean that certain Old Testament scenes would 
be considered as parallel to or forecasting others in the New Testament. 
For the Sistine chapel walls, it was decided to represent scenes from the life 
‘of Moses on the left as you face the altar, and scenes from the life of Christ 
on the right, Moses being considered an Old Testament prototype of Christ. 

The series began on the end wall over the altar where now is the Last 
Judgment by Michelangelo [20.12]. Since the chapel was dedicated to the 
Virgin of the Assumption, the subject of her Assumption was represented in 
the upper central portion of the end wall together with the portrait of Pope 
Sixtus IV and members of his (the della Rovere) family. Below, on cither 
side, were the Finding of Moses (left) and the Birth of Christ (right). 
These frescoes on the end wall were assigned to Perugino who, together with 
his pupil Pintoricchio, painted them. Unfortunately when Michelangelo un- 
dertook to paint the Last Judgment on that wall, the Perugino frescoes were 
destroyed, although drawings for the Assumption exist, for example, those 
in the Albertina Museum in Vienna. According to Vasari, Michelangelo did 
not think much of Perugino. 

In the series of scenes from the life of Moses and of Christ, the first 
fresco on the left wall contains the Circumcision of Moses and episodes of 
his later travels. The corresponding fresco on the right is the Baptism of 
Christ [17]. Both, although possibly under the supervision of Perugino, are 
the work of Pintoricchio, The landscape backgrounds have the openness 
and feathery trees used so frequently in the Umbrian tradition. But the me- 
dieval practice of representing in the same picture several episodes related 
to the main one and the addition of contemporary portraits render the space 
rather crowded. This crowding is characteristic of most of these Sistine fres- 
coes—with perhaps two important exceptions, as we shall see, 

The second pair of frescoes was painted by Botticelli, the one on the 
left wall being the wanderings of Moses with the central theme of Moses 
and the Daughters of Jethro [172], and the one on the right wall being the 
‘Temptation of Christ and the cleansing rite of the Leper. The Daughters 
of Jethro fresco is one of Botticellîs very fine accomplishments, the lovely 
heavy blond tresses of the daughters reminiscent of the Venus in his Birth 
of that goddess [14.6]. His favorite landscape conventions are present too, 
particularly the vertical tree trunks to stabilize the action in the picture, and 
also present are the high constructions in the center and at the sides of the 
picture, which create curvilinear rhythms in the movements of the figures 
making their entrances and exits on to or out of the scene, 

In the Temptation of Christ on the right wall Botticelli has made the 
three episodes of Christ's Temptation and the angels ministering unto Him 
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play a secondary role in the fresco by placing them in the background of 
the picture, but he has elevated them on the tops of the rocks and at the 
sides of the temple in the center, The chief emphasis is placed on the scene 
of the Leper presenting himself to the High Priest to be cleaned at the altar 
in front of the temple. A number of contemporary personalities appear to 
right and left across the foreground as the retinue of the High Priest. The 
Teason for the prominence given to this scene, which according to the gospel 
of St. Matthew took place after the Sermon on the Mount, is owed to the 
fact that the pope's throne in the Sistine chapel was set against the oppo- 
site wall. The pope would therefore have before bim a New Testament ex- 
ample of a High Priest officiating at the altar, a prototype, as it were, of his 
own priestly duties. 

The third scene on the left wall was the Destruction of Pharaoh and 
his army in the Red Sea after Moses had led the Children of Israel dry- 
shod through the sea. Generally attributed to the painter Cosimo Rosselli, 
critics have tended to see the hand of his pupil Piero di Cosimo in the han- 
dling of the landscape. In fact, many consider the whole fresco to be Piero's 
work. The white horse of the foremost rider certainly resembles others by 
this artist, particularly the horse in the allegorical painting in the Kress col- 
lection in the National Gallery in Washington. Whoever he was, the artist 
had difficulty in properly relating the foreground, middle distance, and back- 
ground to each other. The composition is also very crowded, what with 
Moses and the Israelites on the left and the Egyptian hosts on the right. 

In the corresponding position on the right wall is Ghirlandaio's fresco 
of Christ Calling the Apostles [17:3]. The sense of space and room to move 
about in it is more satisfactorily achieved here than in the other frescoes 
we have mentioned. Ghirlandaio uses his favorite background of a river 
valley with the river Sowing from the background to the foreground of the 
picture with the perspective of a railroad track. Although he inserts several 
episodes in the background, such as the Calling of Peter and Andrew and 
the Calling of the Sons of Zebedee, and although he has many portraits of 
contemporary figures mingling with the apostles in the main scene of the 
foreground, the effect is less crowded than in the frescoes previously con- 
sidered. The calmness of the action of the figures, so characteristic of Ghir- 
landaio, adds to the clarity and dignity of the composition. 

The next pair of scenes, the Moses receiving the Tables of the Law on 
the left wall, showing also the Children of Israel worshiping the Golden 
Calf, and Christ's Sermon on the Mount on the right wall, are both by 
Cosimo Rosselli. They are crowded with figures and rather weak in inven- 
tion and technique. There is this, however, to be said about the crowded 
‘compositions on the Sistine chapel walls: they are meant to function as 
tapestries, which indeed they do, and contemporary and earlier tapestry tra- 
ditions required an area covered with details, figures, and episodes. 

There follows, on the left wall, the Destruction of Korah and his band 
of insurrectionists by Moses. It is by Botticelli and illustrates again Botti- 
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17.5. Cosmo Rosstia: The Last Supper (1482-1483). Fresco, Sistine cha 
can, Rome (Anderson) 








cellis favorite type of composition, with the movement of the figures in the 
foreground held down by the verticals in the background and middle dis- 
stance, Here the triumphal arch acts like a huge clasp holding together the 
action of the foreground, The balancing fresco on the right wall is the Hand- 
ing of the Keys to Peter [17.4]. It is by Perugino, and it enjoys great fame 
for its arrangement and composition, By means of the great piazza and the 
small figures in the middle distance contrasting with the large-scale figures 
of Christ and the apostles in the foreground, Perugino achieves a sense of 
breathing space and room for movement absent in most of the other fres- 
coes on these walls, His favorite method of emphasizing the figures in the 
foreground by throwing them against a vast resonating spatial background 
succeeds here in spotlighting the major episode as if ít were the only one 
in the fresco and relegating the two minor ones of the Arrest of Christ and 
the Stoning of Christ to the far middle distance with tiny figures. The ef- 
fect of spaciousness is increased by the domical structure in the center of 
the far end of the piazza flanked by two festooned triu 
spired by the arch of Const 
a wide, open Umbrian landscape with hills and a few feathery trees, The 
composition of the central portion of this fresco with the domed structure 
as the background is repeated by Perugino in a beautif ing now 
in the museum at Caen, France. The subject of thi e, however, is the 
Sposalizio, or Marriage of the Virgin, Perugi it pupil Raphael painted 
the same composition which is now in the Borghese Gallery in Rome. 
‘The series on the side walls end on the left with Moses reading his Last 
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Will [26.11] and on the right with the Last Supper [17.5]. Vasari claimed that 
Signorelli, the great Umbrian painter, painted the Last Will of Moses, but most 
of the execution of this fresco is attributed to Signorelli’ assistant, Bartolomeo 
della Gatta. Signorelli obviously influenced the design. Possibly he painted 
some of the figures, which resemble those he painted elsewhere, particularly 
the youth seated in the center of the foreground who seems to anticipate 
Michelangelo's nudes in the ceiling. The Last Supper on the right wall was 
painted by Rosselli, Through the windowlike opening in the room in which 
the Last Supper takes place can be seen subsequent scenes of Christ's Passion: 
the Agony in Gethsemane, the Arrest of Christ, and the Crucifixion, 

‘On the end wall opposite the altar wall the two concluding frescoes rep- 
resented the Burial of Moses on Mt. Nebo and the Resurrection of Christ. 
The former was by Signorelli; the latter was by Ghirlandaio. Both were de- 
stroyed by an accident in the sixteenth century and repainted so that noth- 
ing remains to attest to the quality of the originals. 

Vasari, in his life of Cosimo Rosselli, tells the following anecdote: * 


Being summoned with other painters to the work carried on by Sixtus 
1V, in the chapel of the palace, he worked in conjunction with Sandro Botti- 
celli, Domenico Chirlandaio, the abbot of San Clemente [Bartolomeo della 
Gatta], Luca da Cortona [Signorelli], and Piero Perugino, painting three 
scenes, namely the drowning of Pharaoh in the Red Sea, the Preaching of 
Christ to the people by the Sca of Tiberius, and the Last Supper. In the 
last of these he represented an octagonal table in perspective, the roof above 
likewise being octagonal, the whole very well foreshortened and showing 
that he understood this art as well as others did. It is said that the Pope had 
offered a prize to the painter who in his judgment should acquit himself the 
best. When the scenes were finished His Holiness went to see them and judge 
how far the painters had striven to eam the reward and the honor. Conscious 
of his weakness in invention and design, Cosimo had endeavored to cover 
these defects by using the finest ultramarine and other bright colors, illumi- 
nating the whole with a quantity of gold, so that there was not a tree, a blade, 
à garment, or a cloud which was not illuminated, in order that the Pope, who 
knew very little of art, might be convinced that he ought to award the prize 
to him. When the day came for uncovering all the works, the artists laughed 
at Cosimo and chaffed him, making jokes at his expense instead of pitying him. 
But the event proved that they were deceived, for, as Cosimo had expected, 
the Pope, being ignorant of such matters, though he took great delight in 
them, judged that Cosimo had done much better than all the rest. Accordingly 
he received the prize, while the Pope directed the others to cover their 
pictures with the best ultramarine they could find, and touch them up with 
gold so as to make them resemble that of Cosimo in richness and colori 
‘The poor painters, in despair of trying to please so foolish a pope, set them- 
selves to spoil their own good work. Casimo, however, had the laugh of those 
who had been laughing at him shortly before. 





* Giorgio Vasari: The Lices of the Painters, Sculptors and Architects, translated by 
A. D. Hinds (New York, Dent), Vol. Il, p. 54 (1950 ed.). 


332 - THE FIFTEENTH CENTURY 


Appendix: Piero di Cosimo 


One significant painter among the artists active in Florence at the end of 
the fifteenth and early in the sixteenth century is often passed by because 
he does not fit into the general scheme of things. Piero di Cosimo (1462- 
1521) did not follow the contemporary conventional range of subject mat- 
ter but instead was highly individualistic in his choice of subject and his 
technique, evideneing, like Leonardo, an avid interest in nature rather than 
in Madonnas and Holy Families. In his peculiar way he was a descendant 
of such earlier fifteenth-century Internationalists as Pisanello and Jacopo Bel- 
lini the Venetian who were fascinated by the study of birds, insects, and 
animals as well as landscape, the ensemble of nature. 

Piero di Cosimo became the pupil of the weakest of the Florentine 
painters of that period, Cosimo Rosselli. In 1481-1482, when he was twenty- 
one, he apparently accompanied his master to Rome as an assistant when 
Cosimo participated in the decoration of the walls of the newly built Sistine 
chapel in the Vatican, because in the landscape details in two of the scenes 
Rosselli painted-the Crossing of the Red Sea and the Sermon on the Mount 
—we find evidences of Pieros style. It must also have been in the Sistine 
chapel that Piero made his first contacts with the styles of Botticelli, Ghir- 
landaio, and Signorelli, the influences of which are often perceptible in his 
later paintings. 

Apart from this work in Rome, Piero spent most of his time in Flor- 
ence. Although he painted quite a number of Madonnas, his major interest 
seems to have been in primitive and mythological subject matter in which 
he could display his preoccupation with human, animal, and hybrid forms. 
A pair of his earliest known pictures, now in the Capetown [South Africa] 
Museum, were done for the wedding that in 1486 united two wealthy Floren- 
tine wool-trading families, the Tornabuoni and the Albizzi. They are cassone 
panels and represent, appropriately, the story of Jason and Jason and Medea. 

In the same year (1486) Francesco del Pugliese, a friend and patron, 
and a wealthy wool merchant as well, finished his palace in the section of 
Santo Spirito in Florence and employed Piero to paint several panels to be 
set above the wainscoting in one of the rooms known as the studiolo. Piero 
by then had become popular in Florence as the fanciful designer of tri- 
umphs and floats that passed along the city streets at carnival time, so in 
the Pugliese Palace panels he let his imagination run on themes involving 
mythology and primitive man during the Stone Age. Five of these panels 
from the Pugliese studiolo, and possibly a sixth, have survived and can be 
found in the following museums: the Hunt, and the Return from the Hunt, 
in the Metropolitan Museum in New York; Hylas and the Nymphs, in the 
Wadsworth Athenacum in Hartford; Vulean and Aeolus, in the Ottawa (Can- 
ada) Museum; and the Forest Fire, in the Ashmolean Museum, Oxford, The 
possible sixth that has been questioned as belonging to this group is the 
Battle of the Centaurs and the Lapiths, in the National Gallery in London. 
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17.6. Pieno pt Costo: The Discovery of Honey (c. 1500). P. 
50%". Worcester (Mass.) Art Museum (Courtesy, Worcester A 


1 painting, 3134" x 
rt Museun 





Piero apparently believed that during the Stone Age humans and ani- 
mal interbred, for many strange creatures appear in the two Hunt panels 
in the Metropolitan Museum. His style in these two panels is somewhat 
fluenced by Luca Signorelli, who had just painted the famous Pan [16.17], 
formerly in Berlin, and the Madonna and Child in the Uffizi [16.16] with 
the wild creatures (shepherds?) clothed in skins in the middle distance, In 
the Forest Fire at Oxford, the air is filled with winged creatures flying to 
safety, and the foreground is crowded with quadrupeds moving out of the 
burning woods in Noah’s Ark-like order. Many of the animals have human 
faces, The bear family in the center is marvelously done. The title of the 
picture in the Wadsworth Athenaeum, Hartford, is disputed; whether it is 
Hylas and the Nymphs or Vulcan falling from heaven among the women 
‘of Lemnos is the question, but it is probably the former since the people 
in the picture are elegant and belong to a civilization to which the use of 
fire and metals has already been introduced (for example the necklaces of 
the women). The Vulcan and Aeolus in the National Gallery in Ottawa 
seems to be a companion piece to the Hartford panel. Vulean with hammer 
and forge is demonstrating how to fashion beautiful objects of metal, and 
‘one of the workmen on the building to the right is using a hammer and 
nails in place of the more primitive club being used by another of the men. 
































Piero's preoccupation with the activities of primitive man appears also 
in the Discovery of Honey [17.6] a wonderfully painted picture in the Worces- 
ter (Mass.) Art Museum and in the Discovery of Wine in the Fogg Museum 
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Pieno pi Cosmo: Death of Procris (1490-1500). Panel painting, 254" x 724”. 
National Gallery, London (Anderson) 


in Cambridge, Massachusetts, In the Worcester picture Piero uses oil paint 
and achieves beautiful soft modeling in the bodies of the figures and a limpid 
space effect. The color areas and the light and shade spotting anticipate 
their decorative use in sixteenth- and eighteenth- 
In fact, the small village landscape at the left rese 
Giovanni Bellini. 

More strictly mythological subjects appear in the Death of Procris [17.7 
in the National Gallery, London, in the Rescue of Andromeda by Perseus 
[17.8] and the Marriage of Andromeda and Perseus in the Uffizi Gallery, 
and also in the two versions of the Story of Prometheus in Strasbourg and in 
Munich. The Prometheus pictures with the e 
man illustrate again Piero's interest in the element of fire 

The Death of Procris [17.7] with the long rectangular shape of the 
panel and the figure of Procris lying across the foreground recalls Botti- 
cellis Venus and Mars [14.7], which presumably inspired it. The Mars, Venus, 
and Cupid in the Berlin Gallery show the same source of inspiration. But 
the Procris has an unusual be id pathos in the twisted figure of Procris, 
in the solicitous figure of the satyr at the left, and in the head of her dog 
Laelaps gazing in on Procris corpse from the right. The three other deso- 
late-looking dogs on the beach of a sea or inlet in the middle distance add 
to the depression of the scene, and the sense of loneliness is increased by 
the background with the river issuing from between its banks on the left to 
lose itself in the wide emptiness of the sea at the right. The lone sparsely 
foliated tree and the cranes on the beach and in the air add to the bizarre 
effect of the picture. 

In the Rescue of Andromeda [175] Piero's use of the Leonardesque 
light and shade to give a sfumato (smoky) effect adds to the drama of the 
situation and makes the huge monster approaching the victim bound to the 
rock all the more frightening to behold. 
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17.8 (above). Preno pi Cosmo: Rescue of Andromeda 
(e. 1515). Panel painting, 27%" x 48%". Uffizi, Flor- 
ence (Alinari) 








17.9 (right). Preno vi Cosmo: Simonetta Vespucci 
(6. 1498). Panel painting, 2234" x 16%". Musée Condé, 
Chantilly (Alinari) 





Several exceptional portraîts were painted by Piero during his later pi 
riod. One of the most striking is that of the famous Florentine beauty Simo- 
netta Vespueci [17.9], whom we mentioned when discussing the work of 
Botticelli, the lady whose romantic connections with Giuliano de 
were the talk of Florence around 1475. The portrait is bust size, profile, and 

















nude except for a variegated scarf thrown around the shoulders and en- 
closing the bust. A simple gold necklace has a dark serpent coiled about 
it, possibly symbolic of the dread consumption that caused her death, Her 
blond tresses are braided and interwoven with pearls and other jewels. The 
sky is filled with clouds, with a huge black one placed directly behind Simo- 
netta's head to accentuate her profile. The landscape background is arid 
relieved only by a small group of buildings among the trees of the back- 
ground and a river flowing across the landscape in the distance. Another 
Dit of symbolism of death and life appears in the leafless trees at the left 
and those in full foliage at the right, At the bottom of the portrait, in cap- 
ital letters, runs the inscription: SIMONETTA JANU VESPUCCIA. 

Piero ‘uses practically the same Simonetta profile in the portrait bust 
of the youthful St. John the Baptist, now in the Metropolitan Museum in 
New York. The background is completely dark. The bit of furry camels 
skin showing on St. John’s chest repeats the tousled hair of th 
His rough-cut cross is placed at the left. 

The pair of portraits in The Hague of the architect Giuliano da San 
allo and his father Francesco di Bartolo Giamberti seem to be companion 
pieces, Both have lyric landscape backgrounds with village or pastoral scenes, 
and both have similarly decorated parapets behind which the bust portraits 

















ang saint. 
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of the husky sitters are set. Each has attributes of his profession set on the 
parapet: the one his architectural instruments, the other a sheet with mus- 
ical notations. Giamberti’s rugged, alert head is extraordinarily effective. 

‘The Young Warrior in Armor in the National Gallery, London, is an- 
other of Piero's fine portraits. Through an opening in the wall of the rooms 
one glimpses the Palazzo della Signoria, with the Marzocco and Michel- 
angelo's David flanking the entrance, and a portion of the Loggia de' Lanzi 
in the famous Piazza della Signoria. Piero must have known well the fres- 
coes by Ghirlandaio in the Sassetti chapel in Santa Trinità, In one of these 
frescoes from the life of St. Francis the background depicts a wider view 
of the famous piazza [15.5]. This portrait seems almost to be the artistic 
grandfather of Pontormo’s well-known Halberdier [30.11]. 

The variety in the types of landscape backgrounds used by Piero di 
Cosimo is most interesting. As in his figure style he does not hesitate in his 
landscapes to adapt formulas from other contemporary painters. For in- 
stance, in the Hunt in the Metropolitan Museum, he uses Botticellís de- 
vice of vertical tree trunks to stabilize or balance action. In the Forest Fire 
in the Ashmolean Museum, he makes use of the exit passages between 
mounds or barriers placed in the center and to right and left in the picture 
that we found in the works of Botticelli and of others of the Sistine chapel 
painters. In a tondo of the Madonna by Piero in the Strasbourg Museum, 
Filippino Lippís built-up landscape-as seen in Filippinos Vision of St. 
Bernard [15.12]-appears. We have just mentioned Piero's adaptation in the 
portrait of the Young Warrior in London of Chirlandaio's piazza background, 
‘There are also reflections in Piero's paintings of the wide Umbrian land- 
scapes or of the pastoral, idyllic ones of northern Italy that we shall di 
cover shortly. And certainly he had seen the landscape backgrounds of 
Flemish paintings imported to Florence by the business agents of the Me- 
dici and of other banking houses. Rather peculiar to himself are the w 
stretching distant backgrounds, for example, in the Death of Procris [177] 
in which inlets and bodies of water running horizontally to the picture plane 
lead into an infinity of sky. In keeping with the subject of the picture he 
often introduces grotesque, bizarre, and exotic forms of trees, such as in the 
Discovery of Honey [17.6]. 

Such are some of the works of this extraordinary artist whose intro- 
verted imagination, whose individualism, led him beyond the usual range 
of subjects to be painted to the activities of primitive man and into the 
realm of the fantastic. 
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Fifteenth-century 


Sienese Painting 


——————' Áo 


HE great enthusiasm for naturalistic representation manifested in Flor- 
ence was not shared by the rival city of Siena. Hence the Sienese painters 
of the fifteenth century contributed practically nothing to the development 
that came to a climax in Raphael and Michelangelo. By contrast, they pre- 
ferred to look back on the accomplishments of Siena in the fourteenth cen- 
tury and to keep alive the love for color, decorative charm, and gold back- 
grounds for which their predecessors were so famous. Not that they were 
unaware of what was going on in Florence and elsewhere, for reflections of 
style from these sources are apparent from time to time, but they were con- 
tent to remain fundamentally true to their own local traditions, 









Early Fifteenth-century Painters 


"This is most certainly true of the work of two painters active in the earlier 
half of the fifteenth century: Sassetta and Giovanni di Paolo. 


Sassetta 

Sassetta (active 1423-1450), as the follower of Paolo di Giovanni Fei, an 
International Style artist, retained the naive charm of medievalism in color, 
line, and expression. An example of this is the fine Madonna of the Snow 
in a private collection in Florence. The treatment here of the drapery with 
calligraphic lines, the brocaded cloth behind the Madonna, the gold back- 
ground, and the Gothic arches of the frame indicate the presence of the 
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18.2 (left). Sasserra: Meeting of St. Anthony 
and St. Paul the Hermit (1430-1432). Panel 
painting, 18%” x 13%". National Gallery of Art, 
Washington, D. C., Samuel H. Kress Collection 
(Courtesy, National Gallery of Art) 











182 (below). Sasserra: Journey of the Magi 
(1432-1436). Panel painting, 9° x 12”. Metro- 
politan Museum of Art (Courtesy of The Metro- 
politan Museum of Art, Bequest of Maitland F. 





International Style. In the small panels depicting episodes from the life of 
St. Anthony the Abbot in the Jarvis Collection at Yale and in the National 
Gallery, Washington, and those from the life of St, Francis in the National 
Gallery in London and in the Musée Condé at Chantilly the descriptive ele- 
ments of the landscape are organized into rhythmic curves and diagonals 
that, together with the color effects, compensate for the disregard for natu- 
ralistic representations of space. How effectively, in the Meeting of St. An- 
thony and St. Paul the Hermit [18.1], the conical silhouette of the two fig- 
ures embracing is repeated in the cave immediately behind them and in th 
hills in the middle and distant backgrounds. The beauty and delight of the 
Journey of the Magi [18.2] in the Metropolitan Museum in New York are 
‘owed primarily to similar uses of linear rhythms and color. 
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Giovanni di Paolo and Sano di Pietro 


At first glance, the work of Giovanni di Paolo (1409-1482) is in a style 
rather close to Sassetta's—both had worked with the same master. But actu. 
ally Giovannis style is much crisper, his figures are more active, and his 
backgrounds are even more geometrie than Sassetta's. The zigzag layout of 
the roads and paths in the Youthful St. John going into the Desert [18.3] 
and of the Ecce Agnus Dei, both in the Art Institute of Chicago, gives the 
effect of flashes of lightning. His use of drapery too is definitely in the tra- 
dition of the International Style and recalls that of the Florentine master 
Lorenzo Monaco. We can also see certain resemblances to Fra Angelico in 
Giovanni's Paradise panel [28.4] in the Metropolitan Museum of Art in New 
York. 














183. Grovasst pr Paoto: St 
John the Baptist in the Wilder- 
ness (c. 1455). Panel painting, 
27" x 144”, The Art Institute 
Chicago (Courtesy of The Art 
Institute of Chicago, Mr. & Mrs. 
Martin A, Ryerson Collection) 
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184. Giovansı pi Paoto: 
(1445). Pun 

15 0^. The Metropolitan Museum of 
Art. (Courtesy of The Metropolitan 
Museum of Art, Rogers Fund, 1906) 








A contemporary of Giovanni di Paolo and a pupil of Sassetta was Sano 
di Pietro (1406-1481). He has none of the sprightliness of Giovanni nor the 
quality of his master. He was an extremely prolific painter of sweet Ma- 
donnas [18.5] that were very popular in his time, but he repeats the same 
types over and over again and consequently becomes rather monotonous, He 
bases much of his subject matter on iconography established by the Lon 

zetti in the previous centu 











185. Saxo ni Perno: Madonna and Child 
(c. 1480). Panel painting, 214" x 17°. The 
Art Institute, Chicago (Courtesy of The Art 
Institute) 





18,6. Dowexico DI 
Barroro: Distribu- 
tion of Alms (1441— 
1444). Fresco. Siena. 
Hospital (Anderson) 





Domenico di Bartolo 

OF the carly fifteenth-century Sienese painters, Domenico di Bartolo (1400- 
1449) was the only one who seems to have been interested in and affected 
by the naturalist movement in Florence and Umbria, His most important 
work illustrating this is in the hospital at Siena, the Spedale della Scala. 
There in his frescoes of the Care and Marriage of the Foundlings and 
the Distribution of Alms to the Poor [18.6] he uses architectural perspe 
in both, and, in the latter fresco, in the nude figure who has removed I 
garments, he shows that he was aware of the figures in Masaccio's St. Peter 
Baptising [10.14] in the Carmine in Florence. One of his early Madonn 
in the Siena Gallery seems to reflect in the drapery and in the gentle fe 
ing of the whole the influence of the great Sienese sculptor Jacopo della 
Quercia who was Domenicos friend. 
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18.7. V 
(And 


cierra: Ada 
son) 





and Eve (1446-1449). Fresco. Chapel of Hospital 





v 
Vecchietta (1412-1480) scems to have combined the styles of Sassetta and 
of Domenico di Bartolo, for he fuses the narrative style, at home in Si 
with the new naturalism of form and background. His frescoes-for exam- 
ple, the Adam and Eve [18.7] in the chapel of the Spedale della Scala at 
Sien iful and display a knowledge of the works of the Flor- 
entines Domenico Veneziano and Masolino in the softness of the forms and 
in the use of pinks and greens, His frescoes in the baptistery at Siena, dat- 
ig in the middle of the century, are more harsh in feeling and take on a 
dryness that is further perceptible in his large fresco figure of St, Catherine 
of Siena painted in the great hall of the Palazzo Pubblico at Siena. This 
latter figure assumes some of the qualities of his bronze sculptures done for 
the cathedral and the baptistery in Siena. Like Antonio Pollaiuolo, Vecchietta 
was both a painter and a sculptor, and his sculpture has a similar dry linear 
quality with emphasis on meticulous rendering of anatomical detail. 





hietta 
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18.8. MATTEO DI GIOVANNI: 
Assumption of the Virgin 
(1474). Panel painting, 
130%" x 68%”, National Gal- 
lery, London (Anderson) 











Later Fifteenth-century Painters 


In the work of the Sienese painters active du 
fifteenth century we can note a greater reliance on Renaissance style than 
before, Although at times the background for a Madonna still is gold, the 
figure types and the backgrounds for the scenes fall in line with Renai 
sance discover 


ing the second half of the 













in the realm of visual representation. But to the Sienes 
isual realism se 





ns to have been secondary to their inherent love of rhyth- 


mie, decorative charm and narrative or emotional detail 





Matteo di Giovanni, Cozzarelli, and Benvenuto di Giovanni 

Matteo di Giovanni (c. 1435-1495) is characteristic of this later Sienese st 
He painted many half-length Madonnas, flanked to right and left behind 
each shoulder by bust-sized angels or saints, that have much simple appeal 
and charm, The influence of the style of other non-Sienese artists is ap 
parent in various of Matteo’s pictures. For example, the St. Michael to the 
right behind the Madonna the Barber Institute picture at Birmingham, 
England, shows his early connection with Piero della Francesca, In t 

Assumption of the Virgin [188] in the National Gallery in London the St. 























vans: Mi 
cents (14 
St. Agostino, 
son) 





18.10 (right). Bexvesuro 
pr Giovaxst: Adoration of 





The Ni y of Art, 
Mellon Collection, 1937) 
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Thomas below and the Christ above the figure of the Ascending Virgin have 
marked resemblances in style to that of Pollaiuolo. The angel playing the 
Viol immediately to the left of St. Thomas is a cousin, in style, of Fra Filippo 
Lippi's urehinlike putto in the Uffizi Madonna [1313]. 

Matteo's narrative and emotional expressiveness is best seen in the three 
versions of the Massacre of the Innocents, now in St, Agostino, Siena [189], 
in the Servi, Siena, and in the Capodimonte Museum in Naples. The fierce 
executioners and the screaming mothers are in sharp emotional contrast with 
the placid onlookers in the background, especially with the two youngsters 
peering with glee from behind the balusters of the staircase within the 
Renaissance building in the background, The turbans worn by Herod and 
by several of the executioners are presumably a reflection of the sack of 
Otranto in 1480 by the Turks. 

“The style of Guido Cozzarelli (1450-1516), as seen in the panel of the An- 
nunciation in the National Gallery, Washington, is rather closely related to 
that of Matteo di Giovanni. It is less Auid, however, the figures are coarser, 
and the drapery that is supposed to express the form and give lightness of 
movement becomes heavy and leaden. 

A more pleasing and facile painter was Benvenuto di Giovanni (1436- 
c. 1518). A year younger than Matteo, he was apprenticed with Vecchietta, 
which fact apparently accounts for his greater control of form than Cozza- 
relli had displayed. Echoes of the International Style appear in the hand- 
‘some Adoration of the Magi [18.10] in the National Gallery in Washington, 
with the rich costumes of the Magi and followers and with the winding 
procession in the background reminiscent partly of Bartolo di Fredi. The 
calligraphic drapery about the feet of the Madonna in the altarpiece in the 
National Gallery in London is also a hold-over from the International Style, 
The musical angels behind the Madonna's throne, however, as well as the 
Madonna herself are more closely related to Vecchietta and Matteo di Gio- 
vanni, the angels also to Francesco di Giorgio and Neroceio, both pupils of 
Vecchietta, 


















Francesco di Giorgio 


In Francesco di Giorgio (1439-1502), Siena possessed an artist of varied ac- 
complishments, such as Piero della Francesca had been or as Leonardo da 
Vinci on a much grander scale was becoming. He was a sculptor and archi- 
tect of note as well as a painter. Some of his early Madonnas, such as the 
one in the Cook collection, Richmond, England, presuppose a knowledge of 
Fra Filippo Lippi's Madonnas kneeling in adoration before the Child on the 
ground. This motif reappears in his more elaborate creations, such as the 
Adoration of the Christ child, in the Siena Gallery, in which SS. Bernard 
and Thomas Aquinas and two angels take part and in the Adoration of the 
Shepherds [18.11], in San Domenico, Siena. In these two large compositions 
Francesco's interest in Renaissance architecture is evident, with the archi- 











18.11. Fnaxcesco pi Gion- 
cio: Adoration of the Shep- 
herds (c. 1490). Panel 
painting. San Domenico, 
Siena (Alinari) 








tecture set in the middle distance before a far-distant landscape. The ideal 
figures of the angels in the San Domenico Adoration, the fluttering move- 
ment of their draperies, and the triumphal arch set in the center of the mid- 
dle distance are reminiscent of Botticelli’s style as seen particularly in the 
fresco of the Daughters of Jethro [17.2] in the Sistine chapel in Rome. The 
blond, tousle-haired angels in all of Francesco's pictures are extremely at- 
tractive 
Francesco di Giorgio also painted a number of cassone panels that are 
full of gold, color They are spread throughout various public 
and private colle o fine example is in the Louvre, representing the 


story of the Rape of Europa, and another is in the Nelson Gallery, Kansas 
City, Missouri 

























As for Francesco's achievements in other media we might cite among 
his drawings the fine figure of the Atlas supporting the Heavens in the print 
room of the museum at Brunswick, Germany. Here again the swirling drapery 
and the wind-blown mop of hair of Atlas serve both as a complementary 
action to the circular universe Atlas is supporting and as an expression of the 
emotional strain he is undergoing. Of his sculpture we should mention the 
group of bronze, almost life-size, candle-bearing angels made for the Siena 
cathedral. Handsome pieces they are. Their crinkled and wind-tossed draperies 
and their curly mops of hair resemble those we have seen in his paintings. 
A very apt comparsion would be with the figure of Fidelity formerly in the 
Otto Kahn collection now in the Mogmar Art Foundation collection, New York. 

‘The domed church of Santa Maria delle Grazie al Calcinaio below 
Cortona is an example of Francesco's architecture, It shows the effect of 


Brunelleschi’s style, even to the use of light- and dark-gray stone in the 
interior. 


















1812. Nenoccio pe Laxpr: Madonna 
1475). Panel 
inacotec 





Neroccio de’ Landi 


Neroceio de’ Landi (1447-1500) and Francesco di Giorgio, pupils of the 
same master, were also for a time associated artistically. Neroccio was the 
younger by eight years. To the untutored eye, the work of the one is difficult 
to distinguish from the other. Neroccio too uses the formulas for the half- 
ls or saints [18.12] so characteristic of Matteo di 











length Madonna with a 
Giovanni. Other examples are to be seen in the Louvre and at Cracow. But 
always in Neroceio's work-whether it be a Madonna composition, a cassone 
panel, or a painting, such as the Annunciation lunette in the Jarvis collection 
at Yale Uni 
execution lacking in the works of 
figures is easier, and their movement unhampered by cumbersome drapery 
Yet interestingly—in the Yale Annunciation, for instance—we can see that the 





sity there is a certain relaxed freshness and smoothness of 
ancesco di Gi The pose of the 
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18.13. Nenocco oe’ Laxmi; Claudia 
Quinta (end of 15th cen.). Panel paint- 
ing, 41% National Gallery of 
Art, Washington, D. C. (Courtesy of the 
National Gallery of Art) 








tradition of Simone Martini’s treatment of that subject is still in the mind 
of the late fiftee 

Neroccio's Portrait of a Girl now in the National Gallery in Washington, 
with her mass of fluffy platinum-blond hair and her necklaces of pearl-shaped 
crystals is the epitome of Sienese charm and elegance. What could make the 
contrast between Sienese and Florentine taste and purpose in painting more 
apparent than a comparison of this portrait with that of the Mona Lisa [19.11] 
some twenty years later! 

As a fitting conclusion to this chapter on fifteenth-c 
ing we call attention to a delightful painting [18.13] by 
National Gallery of Art in Washington, D. C. The subject is Claudia Quinta, a 
Roman lady of noble lineage about whom the poet Ovid in his Fasti (iv:11, 
247ff.) tells the following story. The goddess Cybele desired to leave her 
home in Phrygia and take up her abode in Rome, a place worthy of any 
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god. The Phrygian king Attalus at first refused to let her go, but after a 
series of disastrous earthquakes he yielded to the goddess’ wishes. It had been 
foretold that when she should come to Rome she must be received by chaste 
hands. 

A ship was fitted out in haste and the goddess began her journey west- 
ward passing by the islands of Tenedos, Lesbos, Crete, Cythera, and Sardinia 
and finally arrived at Ostia at the mouth of the Tiber. A crowd of Roman 
nobles with their ladies were gathered on the shore to greet the goddess and 
draw her ship up the Tiber to Rome, But when the men began to tug at the 
ropes the ship refused to budge, It was stuck on a mudbank in the river 
made shallow by a long drought. 

‘Among the noble ladies on the shore was Claudia Quinta, famed for her 
beauty as well as for her ancestry. Although she was chaste, evil, jealous 
tongues had spread false rumors about her lack of virtue, about her vanity 
because of her elaborate hair-do and clothes worn in public, and about her 
sharp tongue to her elders, But now Claudia stepped forward from the 
crowd, knelt on the shore of the river, doused her head three times with 
water—to the amazement of the others who thought she was erazy-and 
besought the goddess either to kill her if she, Claudia, was unchaste or else to 
vindicate her by some sign. Claudia then took hold of one of the ropes and 
drew the ship easily off the mudbank, whence it was taken in triumph up 
the Tiber to Rome. 

In Noroccio's charming picture, Claudia Quinta stands in all her finery 
and intricate coiffure on a low platform. She holds a model of the ship con- 
taining the cult statue of the goddess in her right hand. In the inscription, in. 
Latin, on the plaque supported by two putti on the front face of the plat- 
form, Claudia states that she was chaste, that while the people did not 
believe it the ship proved her innocence, and that the goddess pleased the 
people and vindicated her. 








Sienese painters of the fifteenth century indeed may not have wished to 
compete with the forward-looking trends of their Florentine counterparts, 
‘They showed instead a preference for the elegant and the imaginative in 
painting as their predecessors of the previous century had too. But they 
demonstrated, as we have just seen, that they were equally interested in 
humanism and in the Classic authors available to them, 
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Three Great Masters of 
the High Renaissance 


Leonardo da Vinci 





I we had to choose one painter who in his work represents the best in 
the eld of scientific discovery developed in the fifteenth century and who 
at the same time was a forerunner of the new directions of the sixteenth 
century, unquestionably that artist would be Leonardo da Vinci. Sculptor, 
painter, architect, engineer, writer, musician, naturalist, and inventor— 
Leonardo reflected in his personality and in his career that diversity of 
interest in art, nature, and culture present in the fifteenth century. He was an 
artist-scientist if there ever was one, and he had in his make-up all the char- 
acteristics those two words imply. He was a temperamental and imaginative 
being, equipped with an analytical and extremely inquisitive mind. Nothing 
escaped his observation. He had to know the answer to everything. Difficul- 
ties merely stimulated his imagination the more. But, although endowed by 
nature with all the qualifications of genius, Leonardo interest in scientific 
minutiae forever interfered with his art, and his temperament injected a 
restlessness into his scientific observations, with the result that he seldom 
arrived at definite conclusions. His life is a record of things left undone. He 
collected reams upon reams of scientific data, but only on rare occasions 
was he able to get very definite results therefrom. The same is true in the 
arts. He experimented so much with sketches, drawings, studies, and models 
that he left to posterity very few finished products in painting, sculpture, and 
architecture. 
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Leonardo the Man 


The milestones in Leonardo's life are these. He was born at Vinci, near 
Florence, in 1452 as the natural son of a bourgeois father and a peasant 
mother. Showing his eapabilities in the arts at an early age, Leonardo was 
sent to the studio of Andrea Verrocchio (1435-1488), where many another 
young artist was trained, Verrocchio was primarily a sculptor, famous for his 
David (now in the Bargello), his group of Christ and the Doubting Thomas 
on the exterior of the guild house at Orsanmichele, and his equestrian portrait 
of Colleone in the square of San Giovanni e Paolo, Venice. Under the direction 
of this man, Leonardo attained his artistic majority in both sculpture and 
painting and set forth on his own in 1476. He went to Milan in 1483 in the 
service of the powerful Sforza family and remained there as engineer, architect, 
sculptor, and painter until the city was taken by the French armies in 1500. 
He then joined Caesar Borgia in the capacity of military engineer. Between 
1503 and 1506 he revisited Florence, and then returned to Milan, this time 
in the service of the French. A short visit in 1513 to Rome, the Mecca for 
artists under papal patronage, netted Leonardo nothing, and he returned in 
disappointment to the north. In 1516, Francis I called the disillusioned old 
man to his court at Amboise in France, and here in the small cháteau at 
Cloux Leonardo spent the remaining three years of his life, 

The varied capabilities of Leonardo are strikingly set forth in a letter 
he wrote about 1482 to Ludovico Sforza while applying for service with 
that duke in Milan, It is worth reading. He writes: * 


Most Illustrious Lord, 

Having now sufficiently considered the specimens of all those who pro 
claim themselves skilled contrivers of instruments of war, and that the in- 
vention and operation of said instruments are nothing different to those in 
common use; I shall endeavor without prejudice to anyone else, to explain 
myself to your Excellency, showing your Lordship my secrets, and then offer- 
ing them to your best pleasure and approbation to work with effect at oppor- 
tune moments as well as all those things which in part shall be briefly noted 
below. 

1) 1 have a sort of extremely light and strong bridges, adapted to be 
most easily carried, and with them you may pursue, and at any time flee the 
enemy; and others secure and indestructible by fire and battle, easy and con- 
venient to lift and place. Also methods of burning and destroying those of the 
enemy. 

2) I know how, when a place is besieged to take water out of the 
trenches and make endless variety of bridges and covered ways and ladders, 
and other machines pertaining to such expeditions, 

3) Likewise, if, by reason of the height of the banks or the strength 
of the place and its position, it is impossible when besieging a place to avail 























* Jean Paul Richter: The Literary Remains of Leonardo da Vinci, second edition by 
Jean Paul Richter and Irma A. Richter (London-New York-Toronto, 1950), Vol. Il, pp. 
325-327. [Paragraph 9 is out of order in the original publication. Author] 
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oneself of the plan of bombardment, 1 have methods of destroying every 
rock or other fortress, even if it were founded on a rock, 

4) Again, I have kinds of mortars most convenient and easy to carry, 
and with these can fling small stones almost resembling a storm, and wi 
the smoke of these causing real terror to the enemy to his great detriment 
and confusion, 

9) And when the fight should be at sea, I have kinds of many machines 
most efficient for offense and defense, and vessels which will resist attack 
of the largest guns and powder and fumes. 

5) Likewise, I have means by seeret and tortuous and ways made with- 
out noise to reach a designated [spot] even if it were needed to pass under a 
trench or a river, 

6) Likewise, 1 will make covered chariots, safe and unattackable, which 
entering among the enemy with their artillery, there is no body of men so 
great but they would break them. And behind these the infantry could follow 
quite unhurt and without hindrance, 

7) Likewise, in case of need I will make big guns, mortars and light 
ordnance of fine and useful forms, out of the common typi 

8) Where the operation of bombardment should fail, I would contrive 
‘catapults, mangonels, trabocchi and other machines of marvelous efficacy and 
not in common use. And, in short, according to the variety of cases, I can 
contrive various and endless means of offense and defense, 

10) In time of peace 1 believe 1 can give perfect satisfaction and to the 
equal of any other in architecture and the composition of buildings public 
and private, and in guiding water from one place to another. Likewise, 1 can 
carry out sculpture in marble, bronze or clay, also in painting whatever may 
be done and as well as any other be he who he may. 

‘Again, the bronze horse may be taken in hand which is to be to the 
immortal glory and eternal honor of the prince your father of happy memory, 
and of the illustrious house of Sforza, 

‘And, if any of the above-named things seem to anyone to be impossible 
or not feasible, 1 am ready to make the experiment in your park or in what- 
ever place may please your Excellency, to whom T commend myself with the 


‘utmost humility, Leoxanno 


























‘There you have the picture of the man drawn by himself, ready to apply 
his inventive genius to any problems of engineering, military ordnance, or 
art. This is also borne out by his sketchbooks, in which we find his ideas set 
down in visible form, such as fortifications and moats, cannon, barrages, and 
armored chariots (the first tanks), and studies for flying machines. 

Leonardo's versatility and his interest to acquire knowledge of every 
manifestation in nature is copiously apparent in these same sketchbooks— 
whether it be rocks, clouds, a storm [19.1], plants, trees, insects, animals, or 
men, He collected specimens of all kinds, studied them, dissected them, and 
made notes about them with the fervor of a confirmed naturalist and anato- 
mist, Abnormalities and curiosities in nature were a part of his research too. 
Anything complicated fascinated him. He had to know all about it; he had 
to become its master. 
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191. Leovanno pa 
Vici Storm in the 
Alps (c. 1503). Sketch. 
Royal Collection, Wind- 
sor Castle, copyright 
reserved 





Leonardo the Renaissance Artist 


So also in the field of art. He mastered the techniques of drawing, light and 
shade, fresco, painting, modeling, bronze-casting, carving, and architectural 
drawing and made experiments of his own along various technical lines. 
Unfortunately, as already indicated, little remains beyond his sketches and 
notes: a handful of paintings, a few attributed pieces of sculpture in relief, 
and no building that can be ascribed with certainty to his design. 





Yet these few existing paintings and the sketches and drawings made for 
them and for others now lost or never begun give us sufficient evidence of 
Leonardo da Vinci's technical wizardry, his invention in design that in- 
fluenced Raphael and other sixteenth-century painters so powerfully, and his 
insight into the human psyche. 

The list of Leonardo's paintings is this. 

Three small items of the period when he was in Verrocchio's studio: 
the sensitive, kneeling angel in the lower left comer of his masters picture 
of the Baptism of Christ [192], now in the Uffizi; an Annunciation to the 
Virgin, also in the Uffizi; and another panel of the same subject in the Louvre, 
part of an altarpiece on which his fellow pupil Lorenzo di Credi also worked. 


19.2. ANDREA Vennoc- 
cmo: The Baptism of 
Christ (c. 1472). Angel at 
left by Leonardo, Panel 
painting, 69M" x so. 
Uffizi, Florence (Alinari) 











Three paintings dating from the years after he left Verrocchio” st 
and before he went to Milan in 1483 to be in the service of Ludovico Sfor 
the small Madonna in the Hermitage at Leningrad; the unfinished Ador 
of the Magi [19.3], painted for the monks at Scopeto and now in the Uffizi; 

ind the unfinished panel of St. Jerome in the Desert [19.4] in the Vatic 
llery in Rome. 
From his first Mi 
the Madonna of the Rocks [19.5] in the 
with the Ermine and of the Belle Ferroniè 
trellislike decorations in the Castello Sforesco in Milan; 
Last Supper [19.10] in the refectory of Santa Maria delle Grazie in Milan. 

During his visit to Flo: he painted the portrait of the 
Mona Lisa [19.11] and worked on the drawings [19.15] and cartoons of the 
fresco for one side of the great hall of the Palazzo Vecchio, representing the 
Battle of Anghiari. This fresco, however, was never painted, 
nd stay in Milan under the French occupation, he painted 
the second version of the Madonna of the Rocks (now in the National Gallery 
in London), assisted by his pupil Ambrogio da Predis. He also began at long 
last the painting of St. Anne and the Virgin with the Christ child and th 
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the portraits of the Woman 
hoth also in the Louvre; some 
the fresco of the 

















During his se 
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youthful St. John the Baptist, He made his first designs for this composition 
during his earlier stay in Milan, and at the time he was painting the Mona 
Lisa he put another, famous design of the composition on exhibition in 
Florence where it attracted considerable attention. A very fine cartoon of 
the subject [19.7] is at present in Burlington House, London. His final design 
[19.13] in the painting does not follow any existing drawing and is a compact 
and intricate interweaving of the four figures represented. But once again 
Leonardo did not finish the painting. It was the compositional problem that 
absorbed him most, and once that was solved to his satisfaction the painting 
did not really matter, That perhaps could be left to a pupil to finish, 

Other subjects that Leonardo painted are; the Leda with the Swan; 
Bacchus; and the seated figure of St. John the Baptist. The painting of the 
last named [19.14] in the Louvre is presumably by Leonardo. The other two 
we know only from copies. 

This list of Leonardo's paintings is meager, but it is fuller than the list 
of his sculptures. Various attributions of relief sculpture have been made to 
him, but the most likely one is the helmeted profile of a young man, now in 
the Louvre. The notorious bust of Flora acquired in the last generation for 
the former Kaiser Friedrich Museum in Berlin has been discredited as a 
forgery. His most monumental undertakings were the equestrian statues to 
have been made for the Trivulzio and the Sforza families, but neither was ever 
cast or set up. Leonardo worked for seventeen years on the Sforza monument 
and succeeded in setting up the clay model in the courtyard of the Sforza 
castle in Milan only to see it shot to pieces by archers of the French army 
who used it as a practice target. Various sketches exist of it and for the 
casting process, 











The Physiological Aspect of Man 


A careful study of Leonardo's drawings and paintings will reveal that, in 
spite of all his scientific interest in the phenomena of nature (rocks, insects, 
clouds, flowers, trees, landscape) and in mechanics, his major preoccupation 
was with man. In that respect Leonardo was a true product of the Renaissance, 
But he turned his scientific searchlight on man in much the same way he 
turned it on other objects of nature. For Leonardo, man became a "specimen" 
too. And first of all a physical specimen. He drew heads, arms, legs, torsi, 
hands, and feet; he sketched skulls, skeletons, muscles, tendons, viscera, and 
everything that gave him more knowledge of the human being as a physical 
apparatus. In both drawings and paintings he found the head to be the most 
difficult and challenging part of the human anatomy to render because of the 
complication of planes, highlights, and shadows. And complications and dif- 
ficulties always fascinated Leonardo. 

Take, for instance, the unfinished picture of the Adoration of the Magi 
[19] in the Uffizi. The most finished portions of the picture, with the ex- 
ception of the tree behind the Virgin, are the heads of the Magi and their 
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193 (above). Luoxanvo pa Vict: Adora 
tion of the Magi (1481-1482). Panel 
painting, 974"x 95%". Uffizi, Florence 
(Anderson) 





194 (right). Leoxanpo Da Vier St 
Jerome (c. 1483). Panel painting, 40%" x 
29%”. Vatican Gallery, Rome (Anderson) 








195 (left). Lxoxanoo pa Vier: Ma: 
donna of the Rocks (1483-1490). Panel 
painting, x 48%. Louvre, Paris 





(Alinari) 

19.6 (below): Drawing of Angel for 
the Madonna of the Rocks. Silver point. 
Library, Turin (Alinari) 





followers to right and left of the Madonna and Child. 
heads of the group at the right, it b 





If we examine the 


omes clear what Leonardo's major 
rest is, Tt is not the expression of adoration common to them all but the 
physical differentiation that distinguishes one as a youth, another as a middle 
aged man, a third as an old man, and finally one who is so old that his head is 
a skull with skin str That is, Leonardo has observed that to 
the eye age differences are apparent in the skull structure. In youth the skull 
is covered with cushions of flesh, but with advancing age the hollows of th 
bony structure underneath manifest themselves. In drawing or painting, the 
old man is the most difficult for the artist to realize because of the complica- 
tions of the highlights and the shadows. So, in this picture, once he had 
stered these complications he lost interest. A similar striking example is 
the unfinished panel of St. Jerome [19.4] in the Vatican Gallery. Leonardo 
worked out in detail all the technical difficulties of rendering the shrunken 
neck and hollow-eyed head of the ascetic saint and then left the rest of the 
picture unfinished. The most difficult technical problem had been solved, 
















iched across it, 
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197. Leowanno DA Vix 
Cartoon of St. Anne and the 
Virgin (c. 1499). Charcoal 
heightened with white, 
540" x 39"%0”, Burlington 
House, London (Anderson) 





Yet Leonardo was not content just to put down these observations of 
the physical as it appears to the al 
artists, he experimented with the relation of parts to the whole, such as 
features to the head or legs and arms to the torso. Can a general proportion 
a set of proportions be established to create a type, an ideal type? The Greeks 
had done it and several of Leonardo's predecessors and contemporaries in the 
fifteenth century had attempted it. So we find in his notebooks drawings of 
ds in profile or full face, with lines marking the sizes of eyes, nose, mouth, 
and chin in numerical relation to the head. And in his finished drawings and 
in his paintings we find heads conforming to a mathematical proportion 
creating his ideal type of physical beauty, just as the Greek types of physical 
beauty conformed to mathematical proportions. Examples of this ideal head 
type are: the Virgin and the angel in the Madonna of the Rocks [195] and 
the Madonna and the St. Anne in the 
] and in the painting in the Louvre [19.13]; 
Supper. 





1d, following the tradition of Cla 



























the drawings made for them [19. 
in Burlington House [19 
and the drawing of St. Philip for the 












Leoxanno oa Vinci: 19.8 (left). Drawing of man with deformed lip (c. 1490). 
Christ Church Library, Oxford (By permission of the Governing Body of Christ 
Church, Oxford). 19.9 (right). Sketches of abnormalities (c. 1490). Accademia, 
Venice 








setting down these a 





Whil |, normal appearances of human heads 
or the ideal ones, Leonardo-true scientist that he was-studied and recorded 
the abnormal physical appearances of people he saw. Consequently we have 
many extraordinary sketches that he made of facial or cephalic abnormali- 
ties. They have often been wrongly called "caricatures." But a caricature 
a conscious distortion of certain physical peculiarities in order to achieve a 
humorous effect or in order to be satirical. A look at the remarkable sketch 
of the man with the abnormally large and thick lips [19.8] shows that 
neither humorous nor satirical. It is a statement of what Leonardo saw, and it 
calls forth pathos rather than humor. In like manner the sketch of the so- 
called “Duchess of Carinthia” evokes a feeling of horror and revulsion but 
not of amusement. It was Teniell who took this unfortunate creature as the 

odel for his illustration of Lewis Carroll's Duchess and made her a figure 
to be laughed at. Another sketch contains the heads of three men 
fatuous expressions [19.9]. Laurel-wreaths crown their heads. They are the 
fifteenth-century counterparts of what one can see in any institution for the 
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mentally unbalanced suffering from a Napoleon complex. They are thinking 
of themselves as Roman emperors or as poets of fame. Leonardo drew pages 
filled with these human unfortunates because they fascinated him and be- 
cause they were “specimens” found in nature. In the days when, in a con- 
gested city like Milan or in the backwoods of Tuscany or Lombardy, no 
adequate provisions were made for the care of cretins, the insane, or the 
physically abnormal, Leonardo had ample opportunity to carry out his 
investigations "for the record." In his instructions to young artists he says: 


When you have well learnt perspective and have by heart the parts and. 
forms of objects, you must go about, and constantly, as you go, observe, note, 
and consider the circumstances and behaviour of men in talking, quarrelling 
or laughing or fighting together: the action of the men themselves and the 
actions of the bystanders, who separate them or who look on, And take a note 
‘of them thus, in a little book which you should always carry with you . . . 
for the forms, and positions of objects are so infinite that the memory is 
incapable of retaining them, wherefore keep these as your guides and masters. 


This was indeed what he did himself, and these sketches are some of 
the results he gathered together. 


The Psychological Aspect of Man 

It is obvious that a keen observer like Leonardo could not study the external 
appearance of so many heads without also becoming aware of what went on 
inside them, Men's faces best reflect their emotions and their character. So 
we find Leonardo giving more attention to the study of human personality 
than did any other artist in Italy before his time. And as the result of his 
study he shows us in his paintings and drawings three types of personality 
corresponding to the three types of objective physical appearances—that is, 
the average or normal, the ideal, and the abnormal. 

Leonardo was the first artist to paint the Last Supper [19:10] as a study 
in psychology. The traditional way of painting that event had been to place 
Christ and eleven of the apostles on one side of the table and Judas the 
Betrayer on the other, so that there would be no doubt as to Judas’ identity. 
But Leonardo placed all the figures on the same side of the table and 
isolated Judas emotionally from the rest. It is as though he were posing the 
following problem: The Master has with Him at the Last Supper the twelve 
men-most of them from the simpler walks of lifewho have given up their 
all to follow Him. He announces that one of them is to betray Him and cause 
Him to be executed, What would the effect be (1) on the eleven to whom 
this was incredible news, and (2) on the one who is guilty? 

There might be several solutions, but Leonardo chose a specific one. The 
eleven to whom the announcement is a shocked surprise react very emo- 
tionally as a group and, at the same time, each apostle reacts according to his 





* Richter, J. P. op. cit, 1999 ed. Vol. 1, p. 398. 





19.10. Leoyanpo pa Vinct: The Last Supper (1495-1498). Fresco. Santa Maria delle 
Grazie, Milan (Soprintendenza) 


personality as we know it from the Gospels, Thomas the Doubter raises a 
challenging finger at Christ demanding proof that it is he; Andrew draws 
back in horror at the idea; the gentle Philip leans forward, arms folded across 
his chest, to ask if Christ could possibly think it were he; Peter's jaw juts out 
aggressively as he demands whether Christ has him in mind. The groups of 
three at either end of the table excitedly discuss among themselves the impli 
cation of Christ's words, John leans away from Christ, completely stunned 

id overcome by His words 





'aditionally John is represented as falling over 
on Christ's bosom, but here Leonardo uses the diagonal line of John's form 
retreating from Christ in order to sep 





ate sharply the group at the left 
containing Judas from Christ and the group at the right. This diagonal of John 

ec in the figure of Judas set as a defiant triangle in the midst of all the 
emotional turbulence about him. Except for the Christ, Judas is the only 
figure who is still. As he clutches his moneybag 


is repes 








turns to see the reaction 
of Christ's words on the others, he has been emotionally isolated by Leonardo. 
There has been no need to place Judas on the opposite side of the table 
Quite apart from the compositional virtuosity displayed here by Leonardo, the 
Last Supper is primarily a great psychological picture. It is not a religious 
picture in the sense that a painti 
situation concerns Christ and His 








by Angelico is, It becomes so only as the 





postles. We could substitute for the Christ 
any other great leader in a similar situation and the effect would be the same. 
Leonardo's problem was to depict personality under the stress of emotion. 
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After his studies in group psychology in the Last Supper, that took many 
years in Milan to achieve, Leonardo was ready for his supreme achievement, 
the representation of a specific personality, the Mona Lisa [1921], painted 
during his stay in Florence in 1503-1506. 

Portrait painting-that is, the representation of the human individual 
had been revived only recently in Italy as elsewhere in western Europe. It 
developed naturally in the wake of the wave of secularism and interest in the 
individual at the end of the Middle Ages. In the fourteenth century the 
portrait was still merely a variation of a type. For example, Giotto's figure 
of Enrico Scrovegni presenting the Arena chapel to the angels in the Last 
Judgment fresco [6.2] at Padua is scarcely to be distinguished from any of 
the other figures in the fresco. Essentially it is Scrovegni’s act of presentation 
and a few details of costume, perhaps, that set him apart from the rest. Giotto 
still followed the older medieval tradition of placing the donor portrait to one 
side, so frequently found in sculpture and painting, It was merely incidental 
to the main theme, and often an inscription was necessary to give the donor 
his contemporary status, Simone Martini followed the same tradition in the 
Naples Museum panel of St. Louis of Toulouse [7.3] by painting the small 
figure of Robert of Anjou kneeling at the foot of the throne of his sainted 
brother, Simone painted Robert's head with certain particular descriptive de- 
tails, such as the long black hair and the hooked nose, but these are “pasted 
on,” as it were, to the general Simone type. His fresco portrait of the warrior 
Guidoriceio [7.5] in the Palazzo Pubblico at Siena, however, can claim to be 
the first portrait in the truer sense, since the portrait is the main feature of 
the painting. Yet Simone had to resort to descriptive details, such as costume, 
the caparisoned charger, the fortified castles on the hilltops, the encampment 
and the soldiers with pikes and banners, to give the spectator a notion of 
the warlike character of the general. He made no attempt to portray per- 
sonality, 

In the fifteenth century, when painters were more concerned with putting 
down what they saw, the portrait took on greater importance. What estab- 
lished one individual as different from any other visually were such details 
as the shape of the head, the brow, the nose, the mouth, the chin. The profile 
portraits painted by Masaccio, Uccello, or Veneziano were best suited to show 
these varied characteristics of head and face. Excellent examples of this type 
are the portraits of the Duke and Duchess of Urbino painted by Piero della 
Francesca [11.10, 11.11], Every detail of facial anatomy is brought out with 
maplike precision, even facial blemishes. Yet in these portraits the individual 
is not established because of his or her personality but because of the idio- 
synerasies of physical appearance. The expressive features of the Duke and 
the Duchess are frozen; the eyes are fishy and dead; they are like waxworks at 
Mme. Tussaud’s museum. 

Botticelli realized this when in the full-face portrait he began to use all 
the mobile features of the face, such as the eyebrows, eyes, nostrils, and lips, 
to reflect the emotions and character of a living individ The full-face 


















































366 - MASTERS OF THE HIGH RENAISSANCE 





19.11 (left). Lxoxanno pa Vinci: Mona Lisa (1503). Panel painting, 301” x 
Louvre, Paris (Alinari) 

19.12 (right). SAnono BorricaLLI: Portrait of a Young Man (c. 1482). Panel 
painting, 143” x 13%", National Gallery, London (Anderson) 





port 





it has an added advantage. If you sit at a football game or ride on a 
public conveyance and observe the variety of human specimens about you, 
you note first of all the details of their appearance, their physiognomies, the 
color of their hair, or other physical details. But should one of these “speci- 
mens” turn 





nd direct his or her gaze toward you, you immediately become 
aware of a personality. So in a full-face portrait the artist has a greater chance 
to display the personality of the sitter. Take Botticelli's portrait of the young 
man [19.12] in the National Gallery, London. What emerges and is important 
are not all the physical details of the head but the personality of an eager 


intelligent youth, sensitive and somewhat petulant—and a bit spoiled per 
haps. 








In this type of portrait the question often arises as to whose personality 
actually is shown. Perhaps it is that of the artist himself, or at least partly so. 
Perhaps the artist chose the sitter because he saw something of himself 
reflected in the face of the sitter, Certainly in the portrait just described we 
note many of the characteristics of Botticelli himself 

Much has been written about Leonardo’s portrait of the Mona Lisa. She 
has been called the great enigma. Is she smiling, or is she sad? And the story 
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is repeated over and over again that Leonardo had to have music played 
while he painted her in order to keep her mind off the sad events of her life. 

Despite the fact that the Mona Lisa is one of the most famous pictures 
in the world, most people doubtless would not care to have it around all the 
time as they might some portrait by Titian or Raphael. The reason is simply 
that the Mona Lisa gives her viewers an inferiority complex. She, so to speak, 
“has their number.” As she looks out at them she knows all about them, but 
they know very little about her and cannot fathom her, 

What all this means is that Leonardo, as we have seen, through his 
studies of the objective appearance of the human head became interested in 
what goes on inside it- that is, in the personality. In the Last Supper he showed 
ws the psychological reactions of a group of people. In the Mona Lisa he 
wanted to, and did, depict a definite personality. He pointed out to the spec- 
tator, using the Mona Lisa as the subject, that the human individual per- 
sonality is, or can be, one of the subtlest things in creation, that personality 
is something that cannot be pinned down and pigeon-holed, because the 
moment you say it is one thing it can turn around and be another, That is 
the so-called "enigma" of the Mona Lisa, and that was Leonardo's supreme 
problem, the subtlety of individual personality. The sheer difficulty of the 
problem fascinated Leonardo. With what genius he solved it is seen in the 
portrait itself, Never has there been such subtle treatment of light and shade 
in the modeling of form. Highlights deepen into shadows, and shadows 
resolve into highlights with almost magic transitions. Definition of either 
defies pinning down, just as the specific qualities of the personality do. As we 
have suggested before, perhaps there is a reflection of Leonardo's own subtle 
personality in the Mona Lisa for which the sitter has become a foil. The 
portrait apparently was his favorite painting. He did not leave it unfinished, 
and he carried it about with him until he died. Hence it was in the cháteau 
at Cloux when he died, then passed ínto the possession of Francis I and into 
the royal collection of France; it is now in the Louvre. The same is true of the 
unfinished picture of St. Anne and the Virgin [19.13] and of the St. John the 
Baptist hanging in the same museum. 








The second problem in personality was that of the generalized or ideal per- 
sonality. Which of the human emotions would be the best counterpart for his 
ideal head type expressive of beauty? Obviously the gentler ones of kindness, 
tenderness, love. Hence to his ideal head type as seen in the Virgin, the St. 
‘Anne, the angels, and others Leonardo imparted that soft, gentle smile to 
indicate mother love or adoration. In all these there is no sense of a concrete 
individual as we feel it in the Mona Lisa, but only the generalized beauty of 
form and emotion. 

Ta this study of personality Leonardo had also observed the abnormal. 
‘This is strikingly evident in his later pictures, particularly in the St. John the 
Baptist [19.24] in the Louvre. It is difficult to say whether the figure is male 
or female. Leonardo avoids, apparently intentionally, making the form def- 
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nitely the one or the other sex. It is a Renaissance hermaphrodite. The same 
avoidance is true emotionally: here is no focused personality, but a strange 
schizophrenic being leering out of the picture at the spectator. 

The remarkable thing is, of course, that all three personality types—the 
normal, the ideal, and the abnormal-as represented by the Mona Lisa, the 
St. Anne, and St, John the Baptist, bear a general family resemblance and 
wear the same smile, Yet in the Mona Lisa we are aware of a definite, 
focused, individual personality, in the St. Anne we recognize a generalized 
ideal, and in the St, John we look upon a distracted, Ophelia-like personality 
such as one meets in institutions for the mentally ill, 














Form in Action 


Leonardo's keen observation, his inventiveness, and his draughtsmanship led 
him to the solution of another very important problem, that of form in action. 
In the fourteenth century this problem really had not been posed, Episodes 
were generally presented as tableaux, If movement or action were required, 
abstract elements of design, such as interacting diagonals or curves, sufficed 
for the purpose. Late Sienese paintings and those in the International Style 
used winding curvilinear designs to give the effect of movement, 

With and after Masaccio, when forms were rendered according to the 
laws of visual experience, the problem of representing action became more 
difficult. The first problems concerning form were naturally those of static 
form (Masaccio, Castagno, della Francesca), but what about the representa- 
tion of forms in action? The difficulty presented by this problem was that in 
visual experience motion occurs during a change of time and place, whereas 
in a painting or drawing action has to be presented at one time and in one 
place, Hence the artist depicting forms in motion must give at one time and 
in one place (the picture) the experience of a change in time and plac 

Uccello was the first Renaissance artist really to tackle the problem in his 
battle scenes [10.20] where action is actually the theme of the picture. But 
examination of any separate figure or horse in Uccello's pictures does not 
reveal a solution of the essential problem. His individual horses, painted with 
a generalized light and shade to create form but without any muscular reac- 
tions to movement, are frozen, wooden hobbyhorses. Yet, when we examined 
Uccello's paintings, we noticed that the sense of action was produced solely 
by the abstract curvilinear organization of elements in the picture into a 
flowing design that catches the eye and moves it around the picture, 

‘Antonio Pollaiuolo was certainly interested in form in action. He had ob- 
served the strained postures and the flexed muscles of figures undergoing 
physical exertion, So in his Labors of Hercules [11.18] and in the engraving 
of the Battle of the Ten Nudes [11.19], he covers the bodies of the nude 
figures with all the details of flexed muscles, not realizing that in action some 
muscles of the body are flexed while others are relaxed, So it happens that 
any single figure in the Battle of the Ten Nudes by itself looks rigid, tense, 







































370 - MASTERS OF THE HIGH RENAISSANCE 


19.15 (left). Leo- 
NARDO DA VixCI: 
Sketch for Battle 
of Anghiari (c. 
1503), Pen and 





son) 





alloping Horse 
(6. 4504), Red chalk: Royal Colleton, Windsor Castle, copyright re- 
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and incapable of movement. But since Pollaiuolo has arranged the forms in a 
design in which curves and ellipses predominate, an effect of movement is 
achieved for the whole design that is transferred psychologically to the 
figures. 

But when we look at Leonardo's drawings of horses or his studies of the 
figures for the Battle of Anghiari [19.15], the individual horses or men really 
move. His solution of the problem was this. Let us say that he had observed 
a galloping horse [19.16]. He caught the essentials of the details of the action 
=the flying mane, the stretch of the body, the galloping legs that in actuality 
are a series of actions—and incorporated them into one figure and one action. 
It is as though someone had taken a moving picture of a galloping horse and 
then had cut the filmstrip into the separate frames, placed one on top of the 
other, and eliminated all but those details most effectively conveying the im- 
pression of the gallop. In each such figure Leonardo then organized these 
details into a rhythmic design that keeps the eye moving around the drawing 
or picture. 

When it came to representing the human form in action Leonardo arrived 
at the same solution that Michelangelo did, Having studied anatomy and 
having observed figures in action (as he advised others to do), he noticed 
not only that there were alternations of muscular tension and relaxation but 
also that the source of power in a human form was in the twist at the waist 
whereby leverage is obtained for any action, as in a coiled spring. By rep- 
resenting a body in this counterpoised position and by organizing rhythmi- 
cally the details resulting from it, he gave the effect of action to the form. 








In spite of the interest in perspective resulting from the studies of the architect. 
Brunelleschi and of its use by Afteenth-century painters since Masaccio, rarely 
in paintings had there been any actual space relation of the foreground fig- 
ures to the background. The effect in fifteenth-century paintings was usually 
one of a foreground space in which the figures could move and a background 
that was little more than a backdrop. We have seen how this was the case 
in Uccello's paintings and how the two parts of the picture were held to- 
gether by the design. The same was true of the Funeral of St. Stephen [135] 
by Fra Filippo Lippi in Prato cathedral or of the Funeral of Santa Fina [15,1] 
in the Collegiata at San Gemignano by Ghirlandaio. The figures in the fore- 
ground are not in the space created by the perspective but in front of it. 
The river valleys in the paintings by Pollaiuolo and Ghirlandaio give the 
same effect. It was Leonardo, however, who studied the problem of forms 
in relation to the space created by perspective and who really set his figures in 
the space. His perspective sketches for the Uffizi Adoration of the Magi plainly 
show this. In the Last Supper [19,10] in Milan the table and the figures of 
Christ and the apostles are in the space of the room, and the background is 
not a backdrop. In fact, as the result of Leonardo's painting of the perspective, 
the room appears to be a part of the refectory, as though it were an elevated 
space at the end of the room. 
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Group Composition 


Leonardo, then, as artist-scientist found the solution to many problems in 
painting that resulted from the contemporary ffteenth-century interest in 
representing what the eye sees. Three of these we have discussed-the human 
being as an individual, form in motion, and the relation of form to perspec- 
tive space. But Leonardo was also fascinated by the problems posed in the 
arrangement of form groups. 

We have remarked that Leonardo was an artist who still had one foot 
in the fifteenth century but had the other in the sixteenth, That is rather 
nicely illustrated in his compositional studies of these form groups as they 
appear in pictures at three different periods of his work. For example, in his 
sketch, dating about 1474, for the Adoration of the Magi, the unfinished pic- 
ture in the Uffizi, Leonardo in general followed the traditional design found 
in paintings by Botticelli and Ghirlandaio, In these the manger was placed 
in the center of the middle distance behind the Madonna and Child group 
to form the apex of the central triangle of a W design in perspective, Leonardo, 
however, moved the manger and the Madonna group into the foreground 
and straightened up the W design, which he made up only of the figures in 
the immediate vicinity of the Madonna. By itself, the Madonna group was 
beginning to take on a pyramidal design. In the unfinished picture (193), 
the manger was omitted, frecing the Madonna group of the rectangula 
that pinned it down in the drawing and allowing the pyramidal design to 
assume more monumentality in space, Looked at two-dimensionally as a 
triangle, the Madonna group takes up about one quarter of the picture area, 

In the Madonna of the Rocks [19:5] in the Louvre, Leonardo built up 
the group into an even more apparent pyramid. The camera, so to speak, 
had moved closer to the Madonna group, which now takes up half the pic- 
ture area and, as a result, has become more monumental. And the number 
of figures has been restricted to four. This is indeed an anticipation of the 
sisteenth-century use of form monumentally to the exclusion of the back- 
ground. But in the Madonna of the Rocks Leonardo still clung to the fif- 
teenth-century love of depicting details of nature in the foreground and 
background: the rocks, the flowers, the grasses, On the other hand, his pre- 
occupation with the group and its geometric organization was the spring- 
board for not only his own later studies but also those of the great artists 
of the sixteenth century, such as Raphael, Fra Bartolommeo, and Andrea del 
Sarto, 

Leonardo's preoccupation with interrelated figures in complicated geo- 
metric organizations is most apparent in his studies over many years of the 
theme of St. Anne and the Virgin with the Christ child and the infant St. 
John the Baptist. We have mentioned earlier the famous cartoon of this sub- 
ject [197] in Burlington House, London, and the cartoon (now lost) ex- 
hibited by Leonardo in Florence about 1505-1506 that called forth so much 
admiration and must have made a deep impression on Raphael. Leonardo 
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finally got the group down in paint [19113], although as we now see it in 
the Louvre, it is unfinished. But in the painting we can see how completely 
Leonardo shed the Afteenth-century manner and became a leader in the six- 
teenth-century use of monumental form. The group occupies almost all the 
picture area, and the background and details of nature have been subdued 
50 as not to interfere with the importance of the figure group. It was not 
only the problem of the use of form groups for monumental effect that in- 
terested Leonardo but the variety of designs possible when using interrelated 
human forms in a compact pyramidal composition. This again was to fasci- 
nate him and to stimulate h 
lutions to the problem. 








All these accomplishments of Leonardo are adequate evidence of the ver- 
satility of his genius, It would be difficult at any time, before or after, to 
find his equal in the universality of his knowledge, in his inventive bril- 
liance, or in the perfection of his technique in the arts. 
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Michelangelo 





E was at Rome and at Venice that the masterpieces of the High Renais- 
sance were produced. By an irony of fate, Florence, after so much prepara- 
tion, was succeeded by Rome where their great wealth and temporal power 
made the popes the obvious successors of the Medici as dispensers of pa- 
tronage. There were other reasons, of course, but the death of Lorenzo the 
Magnificent in 1492 put a temporary stop to the patronage of the Medici 
in Florence, and the confusion that followed there was not helped by the 
French invasion of Italy in 1500. Meanwhile, Nicholas V (1447-1455), who 
had spent his earlier years in the company of humanists surrounding Cosimo 
de Medici, had undertaken as pope to beautify the Eternal City, and each 
of the succeeding humanist popes apparently had tried to outdo his pred- 
ecessors in magnificence. Nicholas himself had brought Fra Angelico to the 
Vatican to paint frescoes in his chapel, and Sixtus IV (1471-1484) had sum- 
moned the outstanding painters to decorate his Sistine chapel. Accordingly, 
when Lorenzo de’ Medici died, Rome was ready to take over from Flor- 
ence the leadership in art, and it was the popes who became the great 
patrons of art and distributors of privilege—the Borgia Alexander VI (1492 
1503), the della Rovere Julius lI (1503-1513), the Medici Leo X (1513- 
1521), Lorenzo's son, and Clement VII (1523-1534), and the Farnese Paul 
IÎI (1534-1549), churchmen from families already known as patrons of art. 
And it was in the atmosphere of intrigue, nepotism, and neopaganism that 
flourished in Rome during these years that Michelangelo Buonarroti was con- 
strained to spend the greater part of his life and create the majority of his 
masterpieces. 
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20.1. MicHELANGELO: Piet 
(1498-1500). Marble 
sculpture, St. Peter's, Rome 
(Alinari) 





Like Leonardo, Michelangelo did not confine his creative genius to one 
art, Although he was primarily a sculptor, he was equally capable as a 
painter, an architect, and a poet. It is essentially his accomplishments in 
the feld of painting that will interest us here, 

Born at Caprese in 1475, Michelangelo was taken to Florence in his 
early teens to study with Domenico Ghirlandaio. His talent in drawing de- 
veloped so rapidly that when Lorenzo de’ Medici requested Ghirlandaio to 
send him his most promising pupils to be trained as sculptors in the Medici 
gardens and to live at the palace, Michelangelo was one of those chosen, 
Among other things he studied and sketched the frescoes of Giotto at Santa 
Croce and of Masaccio at the Carmine, was impressed by the preachings of 
Savonarola whose star was in the ascendant at that time, and also sat in 
on the Medicean Neoplatonic Academy at Careggi. Michelangelo was only 
seventeen years old when Lorenzo the Magnificent died in 1492, and yet he 
had already distinguished himself in sculpture, as the Battle of the Lapiths 
and the Centaurs in the Casa Buonarroti in Florence shows, After Lorenzo's 
death, he visited Bologna for a short time and at the age of twenty-one made 
his first trip to Rome. There he rapidly established his reputation as a sculp- 
tor with, for example, his tipsy Bacchus, and was commissioned to carve the 
Pietà [20.1], now in St. Peter's 
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20.2. MICHELAN- 
eLo: Doni Ma- 
di (1504- 
1506). Panel paint- 
ing, tondo, 434” 
dia. Uffizi, Flor- 
ence (Alinari) 








Having retumed to Florence in 1501, Michelangelo was busy with sev- 


eral commissions. He hewed out of the marble block the gigantic David. 








‘or Angelo Doni, who was also a patron of Raphael, he 
formed panel of the Holy 





painted the tondo- 
nily with the young St. John the Baptist [20.2]. 
s is the only panel painting that can be ascribed with certainty to Michel- 
elo, although two others in the National Gallery in London have been 
attributed to him. In the Doni Holy Family, Michelangelo established the 
monumental type of Ma composition that was to become so charac- 
teristic of the sixteenth ce y human form really dominates the 
composition, is set well in the foreground, and is repeated in the middle 
distance and background, while the elements of landscape 
of nature, such as flowers, rocks, grasses, and pebbles so de: 
century painters, are highly generalized or omitted altogether. We also rec- 
anticipation the formulas Michelangelo was to use in the frescoes 
tine chapel ceiling: the contraposto or counter st of 

nd the arabesque use of nude forms in the background to create 
the contrast between draped and nude figures and also to attempt to blend 
























Christian and pagan elements in the same composition. The spiral, conical 
design of the main group in the foreground is a more n 'ntal render- 
ing of a design like Botticellîs Madonna of the Pomegranate [14.11], adapt- 
ing itself to the circular shape of the tondo panel. 














Ancruo: Details of the cartoon of th 
y artists). (Left) 
ing by Daniele da Volt 


20,3. Miei 
1505). (Copies by contem 
mondi (Alinari), (Right) I 


Battle of the Cascina (1504= 
wing by Marcantonio Rai 
Uffizi, Florence (Alinari) 


















Leonardo da Vinci was working at this time on the designs of his Battle 
of Anghiari that was to adorn one side of the great hall of the Palazzo 
Vecchío. Michelangelo was commissioned to do the other side. He chose as 
his subject the Battle of Caseina-but not the actual battle, as Leonardo. 
was doing in his designs, Michelangelo chose the moment when the a 
ing enemy had been given to the troops who had bee 
Thus he gave himself the opportunity 
favorite nude forms in various attitudes of struggle and ac- 
tion, contrasting sharply with Leonardo's effects of mass action. Unfortu- 
y, events and the impatience of Pope Julius II to get Mi 
Rome, kept the fresco for the Palazzo Vecchio from ever being executed. 
According to Vasari, who was Michelangelo's friend and pupil, the cartoon 
for the Battle of Cascina was exhibited in the Palazzo Vecchio where it was 
admired by the public and gave inspiration to many artists. Vasari charges 
a jealous contemporary artist, Baccio Bandinelli, with tearing it up. What- 
ever the reason, the cartoon has disappeared, and our information about its 
original composition or about details can be gathered only from prints and 
study drawings [203]. 
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The Sistine Chapel Ceiling 


Pope Julius II wanted Michelangelo in Rome to discuss the erection of a 
monumental tomb that was eventually to house the pope's bones. Once the 
commission was given, the pope temporarily lost interest, because of an- 
other great project, the rebuilding of St. Peters, that he was discussing with 
the architect Bramante, and Michelangelo, humiliated, left Rome. One ac- 
count has it that he left because his life had been threatened in a feud with 
Bramante, a relative and friend of Raphael, Be that fact or fiction, the pope, 
with commands and threats, tried to get Michelangelo back, but’ stubbornly 
the sculptor stayed away until he received a papal guarantee of personal 
safety. 

Julius II now was anxious to have Michelangelo back in Rome because 
of a third major project, the decoration of the ceiling of the Sistine chapel. 
Vasari claims that Bramante, envious of the pope's interest in Michelangelo, 
had suggested to Julius TI that the decoration of the Sistine ceiling be en- 
trusted to Michelangelo. Bramante thereby hoped to discredit the great sculp- 
tor, whose ability as a painter he believed to be inferior. Michelangelo did 
in fact recoil from the undertaking, stating that he was a sculptor and no 
Painter and suggesting that Raphael be given the job. But Julius insisted, 
and Michelangelo gave in. 

The preparations for the decoration of the Sistine chapel ceiling were 
begun May 10, 1508. It took the remainder of the year to settle on the sub- 
ject matter, make the initial drawings and cartoons, and erect the huge scaf- 
folds necessary for the work. Assistants were brought from Florence, pre- 
sumably experts in the fresco technique, but Michelangelo ran into so many 
difficu with them that eventually he dismissed them all and undertook 
to do the job singlehanded. The painting probably was begun in January 
1509. On November 1 of that year, about half completed, the work was un- 
covered and shown to the public. The effect was such that Bramante again 
started intrigues: this time he suggested that Raphael be allowed to finish 
the work since Michelangelo had established his renown with what he had 
already done. Michelangelo naturally was infuriated and insisted on finish- 
ing the ceiling himself. Fortunately Pope Julius stood behind him. 

The scaffolding had now to be rebuilt and Michelangelo set to work 
on the remaining half, Goaded by the pope, who would climb the scaffold- 
ing to watch him work, and constantly badgered by his family with demands 
for financial help, Michelangelo led a hectic existence. The impatient pope 
is supposed finally to have threatened to have him thrown down from the 
scaffolding if he did not hurry to complete the ceiling. That decided Michel- 
angelo, who then had the wooden structures taken down and left the fres- 
coes as they were without the final touches of gold intended for them. 

Michelangelo stopped the work on October 12, 1512, and the frescoes 
were uncovered on New Years Day 1513. All Rome was amazed at the stu- 
pendous performance. About 10,000 square feet of surface had been cov- 
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ered with some 343 figures. How Michelangelo himself felt after this gruel- 
ing experience he related in a sonnet: 


Ive grown a goitre by living in this den— 

As cats from stagnant streams in Lombardy 

Or in what other land they hap to be— 

Which drives the belly close beneath the chin; 
My beard turns up to heaven; my nape falls in, 
Fixed on my spine; my breast-bone visibly 

Grows like a harp; a rich embroidery 

Bedews my face from brush-drops thick and thin, 
My loins into my paunch like levers grind; 

My buttock like a crupper bears my weight; 

My feet unguided wander to and fro; 

In front my skin grows loose and long; behind 
By bending it becomes more taut and strait; 
Crosswise I strain me like a Syrian bow; 
Whence false and quaint, 1 know, 

Must be the fruit of squinting brain and eye; 

For ill can aim the gun that bends awry. 

Come then, Giovanni, try 

To succour my dead pictures and my fame, 
Since foul 1 fare and painting is my shame. 











The design of the ceiling decoration is an amazing performance in itself. 
The actual ceiling is a flat tunnel, or barrel, vault, interpenetrated at reg- 
ular intervals by windowheads that form incipient eross-vault sections. The 
narrow ends of the tunnel vault terminate in halfdomes broken into at the 
corners by triangular vaults. So the shape of the space to be decorated was 
rather complicated. Michelangelo had the choice of either emphasizing that 
shape or masking it with some superimposed design. He chose the latter 
solution [20.4]. He began by establishing a large continuous rectangle along 
the central area of the tunnel vault where there were no interruptions from 
the cross-vault sections and from the triangular vaults. This rectangle he 
painted as though it were the terminal cornice of the side and end walls 
and made it appear to be supported by rectangular pilasters breaking out 
from the walls at regular intervals, thus creating rectangular, boxlike niches. 
His intention was to paint out the effect of the curved vault and to make 
this space seem to be a continuation of the vertical walls below, giving the 
chapel the appearance of greater height. Consequently, on top of each of 
these illusionistie pilasters he painted block pedestals on which sculpturesque 
nude figures were seated, and in each of the rectangular niches below he 
created a simple bench-throne on which the single figures of prophets and 
sibyls were set. So each niche contained a gigantic seated figure flanked by 
two sculpturesque nudes facing inward and placed on top of the enclosing 





John Addington Symonds: The Life of Michelangelo Buonarroti, ad ed. (New York, 
Scribner's Sons, 1899), Vol. 1, pp. 234-235, 











20.4. Micmrrancito: The Sistine Ceiling (1508-1513). Fresco. Sistine chapel, 
Vatican, Rome (Anderson) 


pilasters. This created an inverted triangle composition of figures for each 
niche, drawing the eye of the spectator to the large prophet 
ures, And since these seemingly rectangular nich 





d sibyl fig 





were painted in the curved. 
spaces of the vaults between the windowheads, the effect was both to de- 
stroy the curves of the vaults and to make 


y easy transition from the pseudo. 
vertical painted w 


ll space to the actual side walls. Then from behi 
ade along one side of the cornice he painted what appears 

h spanning the space across the ceiling to the corresponding nude 
on the opposite side. The rectangular spaces thus produced by these arches 
at the top of the ceiling became the frames for the scenes from the Old 





seated 











Testament furnishing the main subject matter of the ceiling. Thus by means 
of this extraordinary use of pseudo-architecture and pseudo-sculpture, Mi- 
chelangelo created a magnificent setting for the equally extraordinary theme 
of the ceiling, 

When Pope Sixtus IV had the painters from Florence and Umbria dec- 
orate the walls of the Sistine chapel (1451-1483), as we have seen, he chose 
380 












ion the contrast between the Old and the New 

p llel episodes from the life of Moses and from 
the life of Christ. That, of course, was in keeping with medieval tradition. 
The subject matter of Michelangelo's ceiling was to link up with that of the 
side walls, And la Last Judgment was added to one of the end 
walls, the Sistine chapel was to present a uni 
is of Creation to the Last 
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God as an old man with a white beard, that goes back to the early texts in 
which God is referred to as the Ancient of Days. But Michelangelo indi- 
cates His indestructible, eternal quality by giving Him a powerful athletic 
body. 

In the second scene in which the creation of the sun, the planets, and 
plants are represented, dynamic action is still an attribute of Michelangelo's 
God. He appears twice, as in a medieval painting or mosaic, both coming 
and going. But this double representation adds to the sense of onrushing 
power, similar to the experience of a railroad train sweeping by. The small 
attendant figures, like emanations or sparks from a fireball, add to the sense 
of speed in the figure of God. But in addition, the interesting thing is that 
Michelangelo has partieularized certain features of God more than in the 
first picture, and thereby shows us how God created, His eyes and furrowed 
brow indicate the intense concentration of the Supreme Being during the 
act of creation, and the gesture of His right hand adds the idea of com- 
mand. God is willing that things be and they are. All through early Genesis 
we come across the expression: “And God said, ‘Let there be . , and there 
was..." God is the Supreme Will. And the material creations that re- 
sult from His acts of Will, such as the stars and the planets, inanimate 
though they be, take on the dynamic quality of their Creator as they begin 
their orbits through space. 

In the next scene Michelangelo offers a third attribute of God. No more 
benign figure was ever painted than this God raising His hands in blessing 
as His imposing figure floats in the space between heaven and earth [20.5]. 
“And the Spirit of God hovered over the waters.” The effect is achieved by 
the simplest of means, The sense of the extension of the figure of God in 
space is produced by a cornucopialike design in foreshortening, the hands 
and arms of God expressing the widest opening. The simple band at the 
bottom of the fresco representing the sea adds immeasurably to the total 
effect. 

According to Genesis, only one more thing was now lacking, and that 
was Man, In the next scene, that is generally called the Creation of Adam, 
Michelangelo begins the first act of the drama he is to lay before us. The 
preceding scenes have been preludes. It is not just the creation of Adam 
that Michelangelo stresses. Adam has been created as a perfect physical 
specimen. But he lies there with a bland expression on his face and raises 
his hand listlessly toward God. The latter, by contrast, is shown with all His 
dynamic energy intent on endowing Adam with that power that will make 
him function as a human being. He is about to transfer to Adam a part of 
Himself, the Will. The contrast between Adam's relaxed hand and God's 
expressively dynamic one is most striking [20.6]. The moment God touches 
Adam, Adam will become a responsible being free to choose his own ac- 
tions. How Adam does this and what the consequences are follow later. 

In the Creation of Eve, Michelangelo's God does not put forth the same 
effort He displayed when He gave Adam will power. Standing firmly on the 
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ground, He calls Eve forth from Adam's side with a benevolent gesture that 
at the same time seems to be admonishing her to be obedient to her mate. 
Eve seems almost to be begging for the privilege to be alive. 

The distinction Michelangelo has drawn between the male and the fe- 
male as represented by Adam and Eve is further expressed in the scenes of 
the Temptation and the Expulsion that follow in the next fresco panel. In 
the Temptation [20.7] at the left, Eve sits beneath the Tree of Life like 
some statuesque Hellenistic Juno, absolutely unruflled by the fact that she 
is about to break God's special command. Adam, on the other hand, is psy- 
chologically one of Michelangelo's great creations. The unsteady silhouette 
line of his leg and torso reflects his initial uncertainty. The tousled hair of 
his head, the face in shadow, and his parted lips indicate the emotional 
strain under which Adam labors. But his final determination to break God's 
command is effectively indicated by the line of his right arm that reaches 
straight for the fruit as he hooks it with his index finger, It is an extraor- 
dinary representation of Man, given the power to choose between good and 
evil and deciding to act against the will of God, Incidentally, in the design, 
Michelangelo gives a simple demonstration of his favorite contraposto com- 
position in the direction of the body of Adam, the counterdirection of that 
of Eve and then in the spiral twist of the serpent about the core of the tree 
trunk, 

In the Expulsion from the Garden of Eden [20.7] at the right, the emo- 
tional contrast is continued as between the sexes. The beautiful goddesslike 
Eve of the Temptation now looks like a whipped animal as she crouches 
behind the body of Adam in physical fear of the angels sword. But to Adam 
the point of the sword is like some annoying insect to be brushed off, and 
the emotion reflected in his face is the result of the remorse he is experi- 
eneing at having done wrong. The legs and the shuffling feet of the pair 
are remarkably expressive of the emotional situation, It is also interesting 
to compare Adam's face in this scene with his face before he had received 
from God the will to decide his own fate [20,6]. In spite of his wrong choice, 
‘Adam at least has acquired character and is no longer the bland creature 
first created. 

And so Michelangelo terminates the first act of his drama in which he 
points out Man's abuse of the will power with which God endowed him. 

‘According to the Book of Genesis, the descendants of Adam followed 
in the same footsteps of disobedience and became so hopeless that God 
practically decided to put an end to the human race. There was one man, 
however, who still looked to God and paid Him homage by means of 
sacrifice. For this reason Michelangelo inserted the scene of Noah perform- 
ing a sacrifice at this point in the ceiling rather than at the moment after 
the Flood (as a thanksgiving for survival) as it appears in the Biblical text. 
The scene itself has no particular emotional content, It seems inspired from 
ancient sacrificial scenes, and in it Michelangelo uses varied and interesting 
repeated rhythms of forms to make a handsome design. 
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The same is more or less true in the scene of the Flood * which fol- 
lows, although the effect of the storm and the emotional reactions of indi- 
vidual groups and figures are superlatively rendered-such groups as the 
mother trying to protect her young or the powerful young man straining 
to carry his old father to safety [208]. This latter group is certainly the high 
moment in the composition of two interrelated forms as initiated by Pol- 
laiuolo in his Hercules strangling the giant Antaeus [11.18]. The whole com- 
position marks the triumph of form as the most important element in de- 
sign, for, Michelangelo uses forms here in groups alternating from right to 
left to give the effect of distance, or of going back into the picture, instead 
of using a perspective of architecture or landscape. It is a type of design 
to be used frequently by later artists. 

As the last scene at the top of the ceiling Michelangelo chose the 
Drunkenness of Noah. In the background Noah is busy cultivating the vine, 
but the major accent is on the episode in the foreground. The old man is 
stretched out naked in his drunkenness, and the one son who has uncovered 
him is calling to the other two to witness their fathers shame. The question 
might arise why this scene was chosen to conclude the second act of the 
drama. It was simply that Michelangelo wished to bring out the fact that 
even the one man whom God had chosen to carry on the human race did 
not have enough self-control to keep from getting drunk, to say nothing of 
the dastardly action of his son, That is, Man is hopelessly prone to choose 
to do the wrong thing, not only as concerns the commands of God, as was 
the case with Adam, but even in matters of personal behavior, as with Noah. 
Thus Michelangelo graphically asserts the major tenet of Hebraic-Christian 
religion that Man is a hopeless being when left to himself, and that Man is 
therefore in need of salvation, deliverance. 

Michelangelo then takes up this theme of deliverance. On each of the 
four triangular vault areas in the comers of the ceiling he painted a scene 
from the Old Testament in which the children of Israel were delivered from 
impending disaster: David slaying Goliath (deliverance from the Philistines); 
Judith decapitating Holofernes (deliverance from the Assyrians); Moses rais- 
ing the Bronze Serpent in the Wilderness (deliverance from mass hysteria 
resulting from snake bites); and the Execution of Haman (deliverance from 
Antiochus). 

In what form this deliverance was to come was announced in the Old 
Testament by the prophets. Hence Michelangelo chose seven prophets who 
had foretold the coming of the Messiah and placed them in the rectangular 
painted niches along the base of the vault. Magnificently imposing figures, 
they are the cousins in paint of the statue of Moses Michelangelo made for 
the tomb of Pope Julius II: Jeremiah, with his hand in his long beard, deep 








* This was the first of the Genesis scenes to be painted by Michelangelo. The fig- 
tures are in smaller scale than those in the other scenes. The scale of the latter was in- 
creased after the uncovering of the half-finished frescoes in November 1509-probably 
because Michelangelo then saw the effect from the floor below. 
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in meditation; Ezechiel [20.9] aggressive visionary, turning his head in 
rugged profile to listen to the words of an angel: Joel reading a scroll; 
p in profile with his nose in a book; Isaiah, deep in thought; the 
proud Daniel writing; and a young Jonah, painted by Michelangelo as a 
tour de force in foreshortening as though seated precariously on the throne 
and leaning back into space, his body at right angles to the actual curve 
of the vault, Alternating with the prophets, Michelangelo placed the figures 
of five sibyls, the seeresses of antiquity: the Persic, the Eritrean, the Delphic, 
the Cumean, and the Libyan [20.10]. They appear in Michelangelo’s scheme 
partly because in Vergils ninth Eclogue the Cumean Sibyl gives forth an 
utterance that has been interpreted as a prophecy of the coming of Christ. 
So Michelangelo was able to introduce her and the other sibyls as female 
Classical counterparts to the male Hebrew prophets. 

Who the Messiah is to be is indicated by the groups of figures used to 
fill the spaces of the windowheads and of the triangular vaults above them, 
Among these we find the ancestors of Christ in the Old Testament. Christ 
Himself appears nowhere in the ceiling decoration which, as we have now 
seen, is a prelude to the events from His life depicted along one of the side 
walls of the chapel. And then later there will be the Last Judgment as the 
end of all 






























gs to complete the cycle of events for mankind. 
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20.11, MICHELANGELO: 
Nude Youth (1508- 
1509). Fresco. Ceiling, 
Sistine chapel, Vatican, 
Rome (Alinari) 











We have still to consider another important element of decoration that 
has bearing on the content of the ceiling as presented by Michelangelo: the 
series of twenty nude youths [20.11] so placed that there are four at the 

rs of each scene along the pseudo-cornice of the ceiling," Pseudo- 
arabesques though they may be if considered as decoration, they 
are, however, a definite part of the content of the ceiling as conceived by 
Michelangelo. It will be remembered that Michelangelo was a member of 
the group that met in the Medici villa at Carreggi to discuss the philosophy 
of the Neoplatonists and that tried to develop a Renaissance Neoplaton 
of its own. That is, being at the same time both lovers of the pagan past 
with its Platonic ideals of physical beauty and Christians, they wanted to 
fuse this pagan idealism with Christian doctrine. Marsilio Ficino, the phi 
losopher in this Florentine Neoplatonist group, tried to achieve this fusio 
in his writings. Michelangelo attempted to paint it in the Sistine ceiling, 


























te that most of the swags supported by these nude figures are composed of oak 
leaves and acorns, the armorial devices of the della Rovere family of which Pope Julius Il 
was a member. 
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The Hellenistic Neoplatonists postulated God or the Ultimate Real as Light 
from which all material things emanated, and this had been incorporated 
into medieval Christian mysticism (as we saw it illustrated in the works of 
Fra Angelico). The Renaissance Neoplatonists, however, substituted Beauty 
for Light. God was the source of all Beauty, God's image is Man. There- 
fore the ideally beautiful Man is the closest approximation of God on this 
earth, The fallacies of this argument are patent, but still that is what this 
Renaissance group tried to establish, In his sonnets Michelangelo gives abun- 
dant evidence of his adherence to this philosoph 








Mine eyes that are enamoured of things fair 
and this my soul that for salvation cries 

may never heavenward rise 

Unless the sight of beauty lift them there, 


For every beauty that we look on here 

brings, to wise souls, in recollection clear 

the mereiable fount whence all things flow; 
Nor other pledge nor other fruit have we 

of heaven on earth. Who loves thee faithfully 
To God ascends, and makes death precious so. 


‘The immortal soul aspiring to that height 

It stooped from, to your earthly prison came 

An angel of compassion infinite 

To heal all hearts and bring our earth good fame, 
By it alone, not by your face serene 

Am I enflamed and enamoured so 

For never love of passing thing could lean 

On hope so sure, or equal virtue show. 

So comes it when to crown her toils intent. 
Nature brings forth new works and excellent; 
‘The heavens themselves such spacious births prepare. 
And God, by His own grace, I chiefly see 

In some fair vestige of humanity 

Which 1 love only for His image there, 








Michelangelo presents these ideas in the ceiling not only in the physi- 
cally ideal bodies but also in the restlessness of their attitudes and expres- 
sions whereby he attempts to show that as emanations from the Supreme 
Source of Beauty they are unhappy in their material existence and long to 
return to the source from which they came. 

Thus ín the Sistine ceiling we have the most extraordinary document 
in paint of the attempted fusion of a pagan Neoplatonic philosophy with 
Hebraic-Christian religious ideas. 





* Nesca Robb: Neoplatonism of the Italian Renaissance (London, Allen, 1935). pp. 262, 
204, and 268, 


Altar (west) w 


4 





391 
20.13. Micneraxcero: Detail of St. Sebas- 
fian from Last Judgment (1536-1541). 
Fresco. Sistine chapel, Vatican, Rome (An- 





The Last Judgment 


The next twenty 
sculptural and architectural projects that were required of him by Leo X 
id Clement VIL. But when Paul III ascended St. Peters throne in 1534 
the project of finishing the grand decorative scheme for the Sistine chapel 
was taken up. The intention was to cover both end walls, the one with the 
Fall of the Rebel Angels as the prelude to the ceiling and the other with 
the Last Judgment [20.12] as the consummation of the whole subject-cycle. 
For some reason the fresco of the Rebel Angels was abandoned, although 
sketches for it apparently were made. But studies for the Last Judgment 
were begun around 1536 and the fresco completed in 1541. In order to do 
this the three earlier frescoes on that wall-the Nativity of Christ, the Birth 
of Moses, and the Assumption of the Virgin-had to be covered up (p. 326). 
In the time between the completion of the ceiling frescoes and the be- 
ginning of the Last Judgment, much had happened in the religious life of 
Europe. The Protestant Reformation under Luther had broken out in 1520, 
and Rome had been sacked in 1525 by a horde of Protestants and free- 
booters from the north. The Reformation had a disturbing effect on many 
Catholics who had been anxious about the pagan and overworldly practices 
of the princes of the Church and who were sympathetic to a reform within 
the Church. Many intellectuals, among them Michelangelo and his friend 
Vittoria Colonna, were part of a circle influenced by the Spaniard Valdes 
who advanced the idea of justification by faith alone apart from works and 
religious practices. Later when this group came under the displeasure of the 
Inquisition, Vittoria Colonna took fright and left, but Michelangelo apparently 
stuck by the group and remained a liberal Catholic. Despite his Neoplatonic 
leanings, his youthful memories of Savonarola's preachings and activities had 
been deeply imbedded. Hence it should be no surprise to find Michelangelo 
on the side of the more serious-minded, puritan elements in the Church. 
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The Last Judgment [2012], full as it still is of Michelangelo's ideal 
athletic forms, is in content a powerful expression of the Christian pessi- 
mism that was abroad in Italy as the result of the Reformation. A beard- 
less, bemuscled, stern Christ appears in the attitude of a Zeus brandishing 
a thunderbolt. The Virgin at His side shrinks into herself at the evidence 
of His wrath. Martyr saints [20.13] glower and brood as counterparts to the 
symbols of His Passion carried aloft by angels as they present the evidence 
and attributes of their passion. Michelangelo's own dejected face appears 
as part of the flayed hide held by St. Bartholomew. Expressions of hysteri- 
cal joy among the blessed as they embrace or of stark terror on the part of 
the damned as they are dragged down to Hell add to the general emotional 
restlessness of this monumentally composed fresco. 

One of the stories told about the painting of the Last Judgment con- 
cerns the pope's chamberlain who had made disdainful remarks about the 
number of nude figures in the fresco while Michelangelo was at work. Later 
when the entire painting was uncovered the chamberlain found himself rep- 
resented in the lower right side of the fresco in Hell as Minos with asses" 
ears and with a serpent coiled about his body. He rushed to the pope to 
protest this offense against his dignity. But Paul TIL, amused, told him that 
he, Paul, was powerless to get him out of Hell. If Michelangelo had put him 
in Purgatory, that would have been a different matter! 

Another famous episode in connection with this fresco concerns the cor- 
respondence between Michelangelo and Pietro Aretino, the notorious Vene- 
tían publicist and friend of the painter Titian. Aretino prided himself that 
he knew and could command favors from the most prominent personalities 
of his time who feared the power of his glib pen. He wrote Michelangelo 
a flattering letter on hearing that he was to paint the Last Judgment for 
the Sistine chapel, made suggestions about its design, and requested some 
sketches as gifts. Michelangelo apparently ignored these approaches. Then, 
after the fresco was finished and Aretino had seen a print or copy of it, he 
flew into a rage and wrote Michelangelo a scurrilously clever letter, In it 
he rubbed salt into all Michelangelo's personal and professional wounds and 
assumed in addition a hypocritical attitude of false modesty that was be- 
coming fashionable in sophisticated circles after the Reformation. The letter 
is worth quoting as an example not only of the refined poison issuing from 
Aretino's pen but also of the overdressed elaborate style used by writers of 
the High Renaissance: * 

Sir, when 1 inspected the complete sketch of the whole of your Last 


Judgment, I arrived at recognising the eminent graciousness of Raffaclo in 
its agreeable beauty of invention. 

Meanwhile as a baptised Christian, I blush before the license so for- 
bidden to man's intellect, which you have used in expressing ideas connected 
with the highest aims and final ends to which our faith aspires. So, then, that 
Michelangelo stupendous in his fame, that Michelangelo renowned for pru- 


* John Addington Symonds: op. et, Vol. IL, pp. sa. 
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dence, that Michelangelo whom all admire, has chosen to display to the 
whole world an impiety of irreligion only equalled by the perfection of his 
painting! Is it possible that you, who, since you are divine, do not consent to 
consort with human beings, have done this in the greatest temple built to 
God, upon the highest altar raised to Christ, in the most sacred chapel upon 
earth, where the mighty hinges of the church, the venerable priests of our re- 
ligion, the Vicar of Christ, with solemn ceremonies and holy prayers, confess, 
contemplate, and adore his body, his blood and his flesh? 

If it were not infamous to introduce the comparison, I would plume 
myself upon my virtue when I wrote La Nanna. I would demonstrate the 
superiority of my reserve to your indiscretion, seeing that 1, while handling 
themes lascivious and immodest, use language comely and decorous, speak 
in terms beyond reproach and inoffensive to chaste ears. You, on the contrary, 
presenting so awful a subject, exhibit saints and angels, these without earthly 
decency, and those without celestial honors. 

‘The pagans when they modelled a Diana gave her clothes; when they 
make a naked Venus, hid the parts which are not shown with the hand of 
modesty. And here there comes a Christian, who, because he rates Art higher 
than the faith, deems it a royal spectacle to portray martyrs and virgins 
in improper attitudes, to show men dragged down by their shame, before 
which things houses of illfame would shut the eyes in order not to see them. 
Your art would be at home in some voluptuous bagnio, certainly not in the 
highest chapel in the world. Less criminal were it if you were an infidel, than, 
being a believer, thus to sap the faith of others. Up to the present time the 
splendour of such audacious marvels hath not gone unpunished; for their very 
superexcellence is the death of your good name. Restore them to repute 
by turning the indecent parts of the damned to the flames, and those of the 
Blessed to sunbeams; or imitate the modesty of Florence who hides your 
David's shame beneath some gilded leaves. And yet that statue is exposed 
upon a public square, not in a consecrated chapel. 

As I wish that God may pardon you, I do not write this out of any resent- 
ment for the things I begged of you. In truth, if you had sent me what you 
promised, you would only have been doing what you ought to have de- 
sired most eagerly to do in your own interest; for this act of courtesy would 
silence the envious tongues which say that only certain Gerards and Thomasses 
dispose of them. 

Well, if the treasure bequeathed you by Pope Julius, in order that you 
deposit his ashes in an um of your own carving, was not enough to make 
you keep your plighted word, what can I expect from you? It is not your 
ingratitude, your avarice, great painter, but the grace and merit of the 
Supreme Shepherd, which decides his fame. God wills that Julius should 
live renowned forever in a simple tomb, inurned in his own merits, and not 
in some proud monument dependent upon your genius. Meantime, your fail- 
"ure to discharge your obligations is reckoned to you as an act of thieving 

Our souls need the tranquil emotions of piety more than the lively im- 
pressions of plastic art. May God, then, inspire his Holiness Paul with the 
same thoughts as he instilled into Gregory of Blessed memory, who rather 
chose to despoil Rome of the proud statues of the pagan deities than to let 
their magnificence deprive the humbler images of the saints of the devotion 
of the people. 
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Lastly, when you set about composing your picture of the universe and 
hell and heaven, if you had steeped your heart with those suggestions of 
glory, honor, and of terror proper to the theme, which I sketched out and 
offered to you in the letter I wrote you and the whole world reads, 1 venture 
to assert that not only would nature and all kind influences cease to regret 
the illustrious talents they endowed you with, and which today render you, 
by virtue of your art, an image of the marvellous: but Providence, who sees 
all things, would herself continue to watch over such a masterpiece, so long 
as order lasts in the government of the hemispheres, 





your servant, 
Tue Anerive, 


Now that I have blown off some of the rage I feel against you for the 
cruelty you used to my devotion, and have taught you to see that, while you 
may be divine, 1 am not made of water, I bid you to tear up this letter, for 
1 have done the like, and do not forget that I am one to whose epistles Kings 
and emperors reply. 





Other Work 


In the year following the completion of the Last Judgment, in 1542, Pope 
Paul IH commissioned Michelangelo to do two frescoes for the walls of the 
small private chapel in the Vatican, between the Sistine chapel and the Sala 
Regia, known as the Pauline chapel. The subjects chosen were the Conver- 
sion of St, Paul [20.14], on the one side, and the Martyrdom of St, Peter, 
on the other. These frescoes have not been easily available to the public. 
After the imposing spectacle of the Last Judgment they come as something 
of an anticlimax, But the main figures wear the same expressions of emo- 
tional insecurity and sullen vindictiveness of many of the martyrs in the 
Sistine fresco. We shall recall these frescoes in the Sistine and Pauline chap- 
els when we discuss the so-called “Mannerist” painters (Chapter 30), 

No other paintings by the hand of Michelangelo remain. The lost Leda 
and the Swan, painted for the Duke of Ferrara, is known only from copies 
and drawings and adds nothing to our knowledge of his technical or emo- 
tional development. There are, however, a number of interesting drawings 
and a piece of sculpture that give us a clear-enough indication of how his 
religious emotional problems were finally resolved. During the period of his 
friendship with Tommasso Cavalieri the influence of Neoplatonism is still 
apparent ín such drawings as the Ganymede and the Fall of Phaeton. But 
as the result of the jolt administered by the Reformation, and of his as- 
sociation and friendship with Vittoria Colonna and her circle, Michelangelo's 
mind turned more toward the essential Christian problems of salvation. How. 
disturbed he was at first we saw in the emotional outbursts of the Last 
Judgment and in the Pauline chapel frescoes. Perhaps the death of Vittoria 
Colonna in 1547 accentuated this, since the Martyrdom of St. Peter on which 
he was at work at that time is the more disturbed of the two Pauline chapel 
paintings. But a wonderful emotional control and calm reappears in the two 
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drawings of the Crucifixion (one at Oxford, the other in the British mu- 
seum) dated by Charles de Tolnay between 1550 and 1556. And his final 
statement of faith is certainly to be seen in his sculptured Pietà [20.15] in 
the duomo at Florence, Here the body of Christ, still athletic, no longer 
emphasizes the beauty of human form, It is a figure evoking pathos in the 
broken angles of its design and in the collapsing spiral of the twisted arm. 
But there is no despair, The angel, the Virgin, and the Joseph of Arimathea, 
in whose face we recognize the features of Michelangelo himself, form a 
solid triangle around the collapsing form of Christ, the Virgin grieving, the 
angel reassuring and serene, and the Joseph (Michelangelo) gazing at the 
Saviour in sorrow, love, and faith. He has renounced the error of his ear- 
lier Neoplatonism and has accepted only the simple Christian doctrine, In 
his own words: “Neither painting nor sculpture avail me aught . . . but only 
the body of Christ Who for us upon the cross was slai 








We have thus arrived at the end of that road along which Giotto started 
when he first created his simple bulky human forms. After Giotto, the growth 
of naturalism through the visual observation of nature, and the study of 
anatomy and of Classical sculpture, gave fiteenth-century painters a greater 
control over the use of those forms. In the hands of Michelangelo they were 
raised to such monumentality and given such dynamic force that they dom- 
inated the entire compositional layout, They achieved once more the heroic. 
proportions of Classical sculpture, But in contrast to the Classical sculptor, 
Michelangelo uses these forms not merely to express their own material form 
and beauty. They become the means through which he expresses his own 
indomitable personality and the depth of his Christian faith even though 
it was colored at times with Renaissance Neoplatonism, 
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OTALLY different from Michelangelo was the precocious genius of the 
High Renaissance, Raphael Sanzio. His gentle and suave personality was in 
sharp contrast to the rugged and brooding temperament of the great sculp- 
tor. Michelangelo's life was made difficult by the demands of his family, by 
the intrigues of those jealous of his tremendous abilities, and by the in- 
satiable demands of the popes who wished to profit from his genius. He 
avoided society, relying on the loyalty of a few close and devoted friends. 
Raphael's pathway through life was a pleasant and placid one. His friends 
saw to it that he had all the opportunities to develop his natural genius, and 
he basked in the sunshine of the brilliant society in Rome whose sophisti- 
cated esthetic tastes he aimed to please and which he reflected in his paint- 
ings, Even the lifespans of the two men are in sharp contrast; although eight 
years older (Raphael was born in 1483), Michelangelo lived to be eighty- 
nine and Raphael died when he was thirty-seven. 

Only rarely does the work of these two High Renaissance masters run 
along parallel lines. Raphael was a painter par excellence of Madonnas and 
of portraits, but when he was entrusted with the decoration of the papal 
apartments in the Vatican he proved himself one of the greatest masters of 
design that ever lived. We have, therefore, no reason to compare these two 
giants of art except in those instances when Raphael undertook to absorb 
Michelangelo's style—for, sensitive genius that he was, Raphael had a cha- 
meleonlike tendency to affect and then to elaborate on the styles of several 
of his great contemporaries once he had come in contact with their 
works. 
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a: Vision of the Young Knight (c. 1502). Panel painting, 7° x 
London (Anderson 

21.2 (right). Raruaeı: The Three Graces (c. 1502). Panel painting, 7" x 7" 
Musée Condé, Chantilly (Alinari) 





The Young Genius 


Raphael's first master was his own father, who was a painter and poet at 
the court of the dukes of Montefeltro at Urbino. When Raphael was only 
cight years old, his father died and Timoteo Viti undertook to develop the 
latent talents of the young genius. Although Viti was a painter of meager 
accomplishments, he acquainted the young Raphael with the elements of 
Umbrian style as developed by Perugino, with whom Rap! 

ly. Ther nsitive self-portrait in silver-point in the 
in Oxford that gives us 
s at this period of his life 

The earliest paintings by Raphael of which we know, done before he 
went to study with Perugino, include the Vision of the Young Knight [21.1] 
in the National Gallery in London and the Three Graces [21.2] at Chantilly. 
Both are tiny compositions, yet already they display Raphael's preoccupa- 











el was soon to 
Ashmolean M 
idea of the gentle and intelligent young 











geni 











tion with problems of design, which was to characterize all his later work. 
In the little picture in the National Gallery, the design is made up of two 
vertical elements, to right and left, bound together by the horizontal fes- 
toonlike figure of the knight in the foreground. We shall see this design 
over and over again in Raphael's painti 








s, either simply stated as here or 
borated to monumental proportions. In the Three Graces, the design prob- 
lem is one of interlocked forms. This Raphael again solved simply by estab- 
lishing a rhythm of alternating three's and six’s of round and angular forms 
moving from the top to the bottom of the composition: the three heads, the 
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21.3. Ravnart: The Marriage of the 
Virgin (1504). Panel painting, 67" x 
465^. Brera, Milan (Anderson) 








six bent arms, the golden apples, the three torsos, the buttod 
We shall 
century painters in general-the tendeney toward more sel 
It is another indication of the sophistication of the Hig] 

In 1500, at the age of seventeen, Raphael went to Perugia to study with 
the great Umbrian master Perugino until 1504. Having previously been 
trained by Viti in the traditions established by this master (as the Vision 
of the Young Knight showed), Raphael now adopted and followed so closely 
the style of Perugino that at a casual glance many of his paintings at this 
e are with difficulty distinguished from those of Perugino. The Cruci- 
fixion, formerly in the Mond collection and at present in the National Gal- 
lery in London, with the small-headed figures of the Virgin and St. John, 
the angels with curlicued ribbons, and the fa ape is a good 
example, and so is the Coronation, in the V ‚with its double- 
decked composition. Another striking example style is 
the large panel with the Marriage of the Virgin [21.3] in the Brera in Milan. 
Here the composition is a simplified adaptation of Perugino’s Handing of the 
Keys to St. Peter [17.4] in the Sistine chapel.* Raphael used the same arrange- 


the six legs. 
stice throughout Raphael's work—and as characteristic of sixteenth- 








s designs 
Renaissance period. 






























+ Since Raphael had not yet been to Rome, he could have known Perugino's Handing. 
of the Keys to Peter only from sketches, More likely he adapted his design from sketches 
‘and the actual picture of the Marriage of the Virgin (now in the muse 
o i working and which he Anished in 1504, the ye 
[In both paintings, the central group of the priest, Joseph, and the Virgin 

id building behind the group are very similar 
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ment of figures along the front plane of the picture and a similar wide piazza 
with perspective squares converging on the background. But in Raphael's 
picture the design is expertly fitted to the shape of the frame with its semi- 
circular top. The vertical uprights and the half circles are repeated in various 
sizes in the arcades of the building in the background (three-dimensionally 
in the form of the building itself surmounted by the half dome) and in the 
group in the foreground, the semicircle being indicated in the bend of the 
heads of the Virgin and St. Joseph. 

But Perugia was not the place where a young genius of Raphael's caliber 
would linger long. Creative activities and opportunities to see the works of 
great masters, both past and present, were greater in Florence even though 
the Medici were no longer patrons of art. So Raphael procured letters of 
introduction from the ducal court at Urbino and for the next four years, from 
1504 to 1508, came under the influence of several outstanding Florentine 
painters whose works were to kindle his imagination and affect his style 
perceptibly. The foremost of these was Leonardo da Vinci, then at work on 
the Mona Lisa, whose cartoon of St. Anne and the Virgin was causing such 
excitement. 

Angelo Doni, a Florentine patrician, for whom Michelangelo was paint- 
ing the Madonna [20.2], commissioned Raphael to do portraits of his wife 
and himself. In Maddalena Donís portrait [21.4], Raphael obviously followed 
Leonardo's composition of the Mona Lisa [19.11] in the three-quarter position 
of the sitter and in the position of the hands, but the landscape with its dis- 
tant background and small feathery trees was still Umbrian. It is in a series of 
intimate Madonnas that the Leonardesque influence is most obvious. In the 
Granduca Madonna in the Pitti Gallery in Florence, the background is dark, 
the modeling has Leonardo's softness, and the Madonna and Christ child 
show the effect of Leonardo's idealized prettificd types in the proportions 
of their heads and faces that no longer are those of Perugino. The same is 
more or less true of the Tempi Madonna at Munich and the two Cowper 
Madonnas, one of which [21.5] is in the National Gallery in Washington, 
but in these Raphael still uses the clear Umbrian background. 

How rapidly Raphael responded to whatever artistic environment he 
found. himself in is further illustrated by his reversion to Peruginesque types 
of figures when, during his Florentine period, he returned for a short time 
to Perugia to finish work on the San Severo frescoes and to paint the Ansidei 
Madonna (National Gallery, London) and the Morgan Madonna (Metropoli- 
tan Museum, New York). Then, back again in Florence, he did a series of 
paintings of the Madonna seated in the foreground with the Christ child and 
the infant St. John the Baptist that includes the Belle Jardinière in the 
Louvre, the Madonna of the Goldfinch [21.6] in the Uffizi, and the Madonna 
of the Meadows in Vienna. In all these paintings Raphael experimented with 
the pyramidal designs of closely knit figure groups that Leonardo had used 
in his sketches for St. Anne and the Virgin. Again the influence of the Leonardo 
head type is to be noted, and in the Vienna Madonna in particular Raphael 





21.4 (above). Rarnart: Maddalena Doni 
(1506). Panel painting, 24%” x 17%”. Pitti 
gallery, Florence (Alinari 





215 (above, right). Rarmaet: Small 
per Madonna (e. 1505). Panel painting, 

x 17%". National Gallery of Art 
hington, D. C. (Courtesy of the Na 
tional Gallery of Art, Widener Collection) 





21.6. Rarmarts Madonna of the Gold- 
finch (1505). Panel p s- 
Uffizi, Florence (Anders 
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21.7. Rarnaeı: Entombment (1507). Panel painting, 72%” x GoW“. 
(Alinari 





used the knobby light-and-shade accents in the treatment of the knees and 
breasts of the Virgin that Leonardo had used in his earlier sketch for St. Anne 
and the Virgin in Burlington House [197] 

Another artist from whose work Raphael drew ideas for his own com- 
positions was his friend Fra Bartolommeo, a member of the Dominican com- 
munity in the monastery of San Marco, where both Fra Angelico and Savona- 
rola had lived. Fra Bartolommeo had been to Venice, had seen there the 
monumental compositions of Giovanni Bellini in which the Madonna was 
enthroned against an apsidal background, and had introduced this in some 
of his paintings in Florence. Raphaels Madonna of the Baldacchino in the 
Pitti Gallery in Florence is closely related to Fra Bartolommeo's Marriage 
of St. Catherine [29.2] in the Uffizi in the use of flying angels supporting the 
ends of the baldacchino, in the position of the saints at the sides of the 














throne, and in the musical putti seated on the steps of the throne. Raphael 
an this Madonna four years before Fra Bartolommeo did his Marriage 
St. Catherine but left the painting to be finished later. 
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When he received the commission to paint an Entombment of Christ 
for Atalante Baglione of Perugia, whose violent offspring had caused so many 
bloody tragedies in that city, Raphael for the first time tried to introduce 
Michelangelesque elements into his style. His first sketch of the subject shows 
that he intended to follow the design used by his master Perugino in the En- 
tombment now in the Pitti [16.7], and in his sketch the body of Christ is lying 
on the ground surrounded by a group of mourners. In later sketches, however, 
and in the painting [21.7], Raphael has the body of Christ off the ground 
and lying in the shroud supported at its ends by two athletic male figures. 
The posture of Christ's body is almost an exact copy of Michelangelo's Christ 
in the famous Pietà in St. Peter's [20.1]. And the group of the fainting Virgin 
and the young girl to the right in the middle distance is an obvious appropria- 
tion of Michelangelo's design for the Doni Madonna [20.2]. In this Entomb- 
ment, now in the Borghese Gallery in Rome, Raphael overreached himself 
in trying to achieve the effects of Michelangelo's dramatic style that is so 
totally different from his own very lyric one. The two chunky male figures 
exert entirely too much effort and emotion in carrying the fairly light body 
of Christ. And whereas in Michelangelo's Madonna the athletic Virgin is 
quite capable of handling the young Hercules of a Christ child whom St. 
Joseph is handing to her over her right shoulder, one wonders what will 
happen to the young girl in Raphael's picture, seated in the same twisted 
position as the Doni Madonna, who is trying to catch the swooning Virgin 
collapsing over her right shoulder. 





The Mature Artist 


It was the highest ambition of every successful painter of the High Renaissance 
period to be called to Rome, and Raphael was no exception. Through the 
efforts of his relative, the architect Bramante, Raphael was commissioned 
in 1508 by Pope Julius II to decorate the pope's apartments in the Vatican, 
known more generally as the Stanze, And it was during the next twelve years 
of his life at Rome-he died in 1520-that Raphael achieved his greatest 
triumphs and astounded the world with his virtuosity as a decorator and 
designer and as a portrait painter. 

“The decoration of the pope's apartments was a huge project, covering 
the walls and ceilings of three vaulted rooms known as the Stanza della 
Segnatura (the room in which the pope set his seal to official documents), 
the Stanza d’Eliodoro, and the Stanza dell'Incendio, and ît took approxi- 
mately ten years to accomplish. For our purposes we shall examine only a 
few of the frescoes, The most important ones are in the Stanza della Segna- 
tura. In the stuccoed vault of the ceiling are four large medallions with the 
enthroned personifications of Theology, Philosophy, Justice, and Poetry, and 
in the corners of the vault are the Temptation, the Judgment of Solomon, 
Astronomy, and the Flaying of Marsyas. On the side walls, beneath each 
of the large ceiling medallions, are the main frescoes. Beneath Theology is 
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21.8. Rapnaer: The Glorification of the Sacrament (1509-1510). Fresco. Stanza 
della Segnatura, Vatican, Rome (Alinari) 





the Disputà, or the Glorification of the Sacrament [21.8]; opposite it, be- 
neath Philosophy, is the School of Athens [21.9]. The other two frescoes are 
smaller because of the space occupied by windows: Parnassus is beneath 
the medallion of Poetry, and the double subject of Temporal Justice and 
Spiritual Justice is beneath the personification of Justice. 

In the fresco of the Disputà [21.8], Raphael carried out in monumental 
fashion the combination of the rectangle and the half circle inherent in the 
shape of the wall space he had to decorate. His earlier, simpler treatment of 
these elements of design we have seen in the Marriage of the Virgin [21.3] in 
the Brera Gallery. In the Vatican fresco he takes the rectangle and its com- 
ponent parts—the horizontal, vertical, and diagonal-and together with the 
half circle and circle composes a sweeping harmony of design. In the lower 
part of the fresco, a shallow rectangle is established by placing the horizon 
line at the spring of the arch. The balustrades to right and left in the fore- 
ground and the altar in the middle distance repeat the rectangle in smaller 
sizes but at the same time establish a foreshortened triangle in space leading 
from one balustrade to the altar and then back to the other balustrade. The 
steps leading to the altar repeat the horizontal accents of the balustrades and 
altar; the Bgures repeat the vertical accents; and the pavement lines repeat 
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21.9. Rarnazz: The School of Athens (1510-1511). Fresco. Stanza della Segnatura, 
Vatican, Rome (Alinari) 





both the horizontal and the diagonal accents. Very cleverly, by means of the 
balustrades, Raphael masks the fact that the rect 
o, at the lower right, by a corner of the door. In the upper semi- 
«e the main accents of the design are curvilinear. The bank of 
ts sit is drawn in a perspective half circle to establish 
the sense of a half dome. Two-dimensionally the circles of the Host, the 
medallion enclosing the dove of the Holy Spirit, and the aureole about Christ 
lead in expanding sizes from the horizon line to the top of the enclosing half 
circle of the arch. Then Raphael binds the upper 
by repeating rectangular elements in the upper field, 





gular space of the fresco 












nd lower designs together 
d curvilinear elements 
in the lower. For example, the ends of the cloud bank repeat the horizontals 
of the balustrades below, the figures of the saints repeat verticals and hori- 
zontals, and the rays from God the Father at the top of the fresco repeat the 
diagonals of the pavement, while the postures and gestures of the figures 
the lower composition and the wavy horizon line create curvilinear accents 
tying in with those in the upper field of the fresco. Thus Raphael 
a cleverly worked-out design with nothing left to accident or chance. 

The School of Athens fresco [21.9] on the opposite wall displays an 
equally great genius for design. Here Raphael uses a diferent interrelation 














chieves 
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Rapar: The Mass of Bolsena (1512). Fresco. Stanza d'Eliodo 
Rome (Anderson 
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led space by means of the decreasing half circles of the 
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te but are broken up by the curvilinear accents of the groups of 
figures scattered over the area of the steps. The whole is a 
tion of the "goal-post" type of de 
of his paintings, for example, the Pietà 
problems of scale 


»numentaliza- 








used very simply by Pi 
[163] in the Uffizi in F 
nd space are solved in grand fashion 

In these two frescoes of the Disputà and the School of Athens Raphael 
also uses with monumental effect the portrait groups first used by Masaccio 
and Fra Filippo Lippi. In the Disputä, among others, St. Thomas Aquinas 
St. Bonaventura, Pope Sixtus IV, Dante, and Fra Angelico have been identified. 


io in several 
orence. The 











In the School of Athens we recognize, for example, Lec 
portrait as Plato in the center of the fresco and Bramante's as 
with a companion believed by some to be the 


ardo da Vinci's 
lid. Raphael, 
ienese painter Sodoma, can be 
found in the lower righthand corner as though in conversation with Zoroaster 
and Ptolemy; the latter is wearing a spiked crown and has his back turned. 

Another expert design is that of the Mass of Bolsena [21.10] in the 
Stanza d'Eliodoro. Here a of 














ain Raphael was presented with the proble 








dell' Incendio, Vati- 





Alinari) 


decorating an irregular area of wall that is broken by a door not centered. 
This he overcame most cleverly by leading the eye out of the narrower spa 
by the spiral movement of the forms in it that point up to the alt 
the miracle is taking pla 
portrait of Pope Julius kneeling on the side of the altar opposite the priest, 
or the eye is caught by the colorful costumes of the pope's attendants in the 
larger, right-hand area below. So, the spectator is scarcely conscious of the 
unbalanced wall space. 

While Raphael was at work on the frescoes of the Stanze, Michelangelo 
was decorating the ceiling of the Sistine chapel, 
unveiled, Even Raphael could not resi 

ire in the Borgo [21.11] 
of athletic forms that reflect M wall; 
the group of the so ig the father to safety (obviously inspired by 
Michelangelo's group of father carrying son in the flood [20.8]) 


it which 
eye then comes to rest on the priest or on the 























id in due course it had been 
the power of these frescoes. In the 
Stanza dell’ Incendi 
elangelo's style: the 
















n is full 








and the 





beautiful figure of the girl with back turned and carrying a jug on her 

head. 
Henceforth Michelangelo's style was to be in evidence in all Raphael's 
most striking being the four sibyls on the wall right of the 





21.12. Rarmaeı: Gal- 
atea (1514). Freso 
Villa Farnesina. Rome 
(Anderson) 
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frescoes with Cupid and Psyc . The Cupid 
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and Psyche frescoes were painted in 1518, four ye 
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aphael was the 






he last great project of fresco decoration assigned to 
Loggie of the Vatican, the architecture of which Bramante had designed and 
Raphael had finished. These Loggie consist of thirteen arcades, with vaults. 
In each vault four scenes were painted. They were mostly Old Test 
scenes, one vault only having subjects from t 
been called Raphaels Bible, although Raphael himself probably 
only the designs, most of the work being done by nine of his followers. It may 
be that Michelangelo's great achievement in the Sistine chapel had roused 
Raphael to attempt something similar. Certain it is that the scenes in the first 
vault are the same episodes that Michelangelo chose for the beginning of his 
Sistine series. And it is equally certain that it was another vain attempt on 
the part of Raphael to emulate Michelangelo. Raphael's Cod hovering over 
the Waters looks like a paper doll, and in the scene of God separating Light 
from Darkness the Almighty’s strenuous effort gives Him the appearance of 
leaping over a hurdle, Dramatic rendering of action simply was not Raphael's 
forte. 
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21.19 (left). Raman. 
Pope Leo X (1517-1519) 
Panel painting, 61^ x 465" 
Pitti, Florence (Alinari) 














21.14 (right), Raruart: Baldassare Castiglione 
(c. 1514). Panel painting, 30i" x 26%". Louvre, 


Paris (Alinari) 








But as a portrait painter Raphael has 
portraits date from his Roman period. All 
cated early-sixteenth-century society in which he moved: the grim, determined 
Pope Julius 11 * and the well-fed voluptuary Leo X [21.13], in the Pitti; the 
sharp-featured, proud, intellectual cardinal in his stiff scarlet robe, in the 
Prado Museum at Madrid; his friend Baldassare Castiglione [21.14], the author 
of the contemporary book of manners I! Cortigiano (The Courtier) elegant 
furs and velvets, in the Louvre; and Raphael's sleck, black-haired, large- 
contrast with rippling 


1 few peers, All his really great 
re personalities from the sophisti 




















eyed mistress whose smooth skin is accentuated by the 
folds of the magnific three-quarter pose of 
bust length made fashionable by Leonardo's Mona Lisa. In the portraits of 





t, varicolored sleeve. All are in 





two popes, Raphael again uses the composition of two vertical uprights with 
a festoon motif to tie them together: the ends of the chair in the Pope Julius 
and the heads of the two attendant cardinals in the Leo X. 





* Known only in three copies: one in the National Gallery, London, one in the Uffizi, 
Florence, and the copy by Titian in the Pitti Gallery 
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2115. Rarmar: Alba Ma- 
donna (1509-1510). Panel 
painting transferred to canvas, 
374" dia. National Gallery of 
Art, Washington, D. C. (Cour- 
tesy of the National Gallery of 
Art, Mellon Collection) 





Raphael tendency to compose monumentally, acquired while at work 
on the Stanze frescoes, is reflected in the Madonnas he painted during the 
same period. The Alba Madonna [21.15], at present in the National Gallery 
in Washington, was the final, more grandiose version of the type of Madonna 
he had painted while at Florence in which the deep Umbrian landscape serves 
as a background for a Leonardesque pyramidal figure group. Similarly, the 
Madonna of the Chair [21.16] in the Pitti, is a monumental solution of the 
problems of design posed by Fra Filippo Lippi in adapting forms to the cir- 
cular frame of the tondo. Botticelli had presented the two possibilities in tondo 
design: either to emphasize the two-dimensional cireular elements as in his 
Madonna of the Magnificat [14.10] or the three-dimensional spherical and 
conical elements as in his Madonna of the Pomegranite [14.11]. Signorelli also 
had tackled the two-dimensional circular design problem in his Uffizi Madonna 
(p. 319), and Michelangelo had monumentalized with his contraposto in the 
Doni Madonna [20.2] the three-dimensional design. Raphael fuses the two de- 
signs and superbly achieves the effect of the Madonna pressing the cuddling 
Christ child to her bosom by including in his design both the interlocking 
two-dimensional half circles and the three-dimensional spiral contraposto, 

Of equal fame with this painting is the Sistine Madonna [21.17], so called 
because it was made for the monks of San Sisto at Piacenza. It is back again 
in the Dresden (Germany) Gallery after having been in Russian hands since 
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21.16 (above). Rarmart: Madonna of the 
Chair (1510-1512). Panel painting, tondo, 
dia, Pitti Gallery, Florence (Alinari) 








21.17 (right). Rarmart: Sistine Madonna 
(after 1513). On canvas, 104" x 774". 
Cemaeldegalerie, Dresden (Anderson) 





the end of World War IL It is a full expression of the simple monumentality 
of composition produced in the early sixteenth century. But it has also a 
slightly theatrical, tableau quality that is to increase in later sisteenth-century 
pictures. The Madonna and Child have been neatly set on the clouds in the 
center; the two saints, Barbara and Sixtus, kneel to right and left, the one 
facing in and the other out; the curtain has been drawn and they appear 
simple and dramatically effective before the worshiping spectator. The two 
putto heads at the bottom of the picture give an added touch of wistful 
charm in which Raphael specialized.* 











* During the years 1515-1517 Raphael also made 
and Albert Museum in London, for the great 
Peter that hang in the Vatican. 


cartoons, now in the Victoria. 
with scenes from the life of St. 
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Raphael's last picture, left unfinished at his death and completed by 
pupils, is the Transfiguration [21.18] now in the Vatican Gallery. It seems 
almost to be a grandiose public acknowledgment of the debts he owed for 
inspirations received from three great artists, for here the double-decked 
composition of Perugino, the emotional chiaroscuro of Leonardo, and the 
vigorous forms in contraposto of Michelangelo are brought together with a 
virtuosity of composition of which only Raphael was capable. It is also 
Raphael's nearest approach with success to the dramatic intensity of feeling of 
the works of Michelangelo. 





In the works of these three giants in art-Leonardo, Michelangelo, and 
Raphael—the high moment of the Renaissance as it was developed in Florence 
and Rome had been reached. What was begun by Giotto to re-establish the 
human form as the major element in a composition had been brought to a 
monumental climax in which Classical ideals of form and composition now 
played a major role. With the death of Raphael, which coincided so closely 
with the Protestant Reformation, a new direction in painting was to manifest. 
itself in Rome and Florence. Michelangelo, as we have seen, continued his 
creative activities for many years to come but in this later work there were 
seeds of the new direction. This will be examined in a later chapter. 

We must now go back a bit in time to consider what had been taking 
place in the north of Italy, specifically in Padua and Venice, in which latter 





city another significant climax of Renaissance painting was to be reached. 
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NIQUE among Italian cities in its location, Venice was destined to 
develop a culture and an art that also distinguished the city from the rest of 
Italy. Situated amid the lagoons to which its settlers had fled for safety from 
northern invaders of the mainland, Venice by the ninth century had developed 
commercial projects of sufficient importance to achieve recognition in treaties 
with the Carolingian emperors to the west. But its destiny was linked with the 
sea, and the resulting trade was primarily with the eastern Mediterranean, 
particularly with Constantinople, the capital of the Byzantine Empire, Its 
political ambitions also were focused primarily on regions to the east, from 
the coasts of Dalmatia to the Greek island of Rhodes, where in time the lion 
of St. Mark appeared on columns and over city portals as the symbol of the 
empire of the Queen of the Seas. 

It is not surprising, therefore, that the early art of Venice should show 
close affinities with the art of the Byzantine east, whence came so much of its 
imports. The architecture of the cathedral of St. Mark and its sci ttillating. 
mosaic decoration [1,5] are the most striking examples, And with the capture 
of Constantinople in 1204 by crusaders from the West, who included Vene- 
tians, loot from the Byzantine capital was brought back to the city of the 
lagoons—including the four bronze horses now on the facade of St. Mark's 
erous sculptural details that decorate the exterior walls, the famo 
pala d'oro on the altar, and various precious objects in the treasury of the 
cathedral. 
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Thirteenth- and Fourteenth-century Painting 


These affinities with eastern Mediterranean art do not mean that there were 
no other sources for the painting that began to manifest itself in Venice 
during the fourteenth century. Venice, naturally, carried on her trade and 
her political relations with other Italian cities and with the regions to the 
north and west of the Alps. Hence we can expect to find evidence of the 
Gothic style, either as transmitted directly from northern sources or via 
Italian adaptations. 

Stylistically, the situation that existed in Venetian painting at the be. 
Binning of the fourteenth century was almost the same as that in Tuscany 
—that is, Gothic elements had begun to mix with the more traditional By- 
zantine ones. But at first these Byzantine stylistic elements in Venetian paint- 
ing seem closer to original models-not unnatural in the presence of the 
mosaics of St. Mark's. Two panels representing the half figures of St. Andrew 
[22.1] and St. John the Baptist, once the right and left wings of a triptych, 
now in the Museo Correr in Venice, are excellent examples of an almost 
pure Byzantine style. Among the many painted panels of the fourteenth cen- 
tury that have survived, we shall consider only the works of painters whose 
names are known from signatures or documents. 





Paolo Veneziano and His Followers 


The first important personality was Paolo Veneziano, known from signatures 
on paintings ranging from 1324 to 1362. The earliest dated piece, 1324, is 
the Coronation of the Virgin [22.2] in the Kress collection at the National 
Gallery of Art in Washington, D. C. Although the facial types and the gold- 
shot draperies of the figures betray the close connection with the Byzantine 
style, the enthroned figures of Christ and the Virgin are set beneath a mold- 
ing in the shape of a Gothic arch. 

The same mixture of stylistic traditions is present in Paolo Veneziano's 
large altarpiece in the Accademia in Venice, in which the same subject is 
the theme of the central panel, flanked to right and left by eight scenes 
from the life of Christ arranged in two rows. These scenes are set beneath 
round arches supported on colonnettes reminiscent of the arrangement of the 
enamel scenes in the pala d'oro in St. Marks, yet the scenes of the life of 
St. Franeis in the third or top row of the altarpiece, although similarly en- 
closed, are topped with Gothic gables floridly decorated with leaf ornaments, 
A large Gothic gable enclosing a circular motif resembling the wheel win- 
dows on Gothic church façades is the central feature of the frame above the 
scene of the Coronation of the Virgin. Here the robes of the Virgin and of 
Christ no longer have the gold-shot Byzantine webbing ornament but are 
decorated with curvilinear fine-lined gold brocade designs on dark-blue and 
pink backgrounds so characteristic of Venetian fourteenth-century painters, 
The edges of the draperies also are rendered with curvilinear rhythms. 
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These inroads made by the Gothie style on Venetian painting during 
the fourteenth century are even more strikingly apparent in the works of 
Lorenzo Veneziano, a follower of Paolo, who was active from 1356 to 1372. 
The polyptych in the Accademia in Venice with the Annunciation as its 
central panel, flanked by four saints on either side, and signed and dated 
1357 is an excellent example of his style. The Madonna's light-blue mantle 
is covered with large and small gold snowflake and floral brocade motifs. 
The reverse of the mantle is light green, the tunic a lavender pink, Gabriel 
wears a vermilion mantle over a blue tunic. All the colors are highlighted 
with white. Gabriel's wings are of tooled gold with blue and vermilion added. 
The drapery folds of the Virgin and Gabriel and particularly of the saints 
at the sides fall in heavy plastic and calligraphic folds characteristic of 
Gothic sculpture. 

In another panel by Lorenzo [22.3] in the Accademia, signed and dated 
1359 and representing the mystic marriage of St. Catherine with the Christ 
child, the saint and some of the angels stand about with arms folded, an atti- 
tude of respect current in Gothic times. 

A painter who followed the same artistic tendencies as Lorenzo Vene- 
ziano is Caterino Veneziano. He signed an altarpiece that is now in the 
Walters Art Gallery in Baltimore and also a Madonna of Humility in the 
Art Museum in Worcester, Mass. Stefano di Sant’ Agnese, whose work is 
found in the Accademia and in the Correr Museum in Venice, is another 
close follower of Lorenzo. 

Thus, briefly, we have evidence of the gradual superimposing of Gothic 
stylistic elements on those that had been inherited from Constantinople, the 
Balkans, and Dalmatia. 





Fifteenth-century Painting 

By the close of the fourteenth and at the beginning of the fifteenth century 
these Gothic stylistic elements completely supplanted Byzantine ones in Venice 
as elsewhere in Italy. It was the taste of the times, and they seem to have come 
from two general sources. The one apparently was at home on the other side 
of the Alps and was Germanic. The sweetness of the Madonna and Child and 
the sprightly childlike angels in the panel of the Madonna enthroned among 
music-making angels [22.4], signed by Niccolò di Pietro and dated 1394, and 
now in the Accademia in Venice, recall the works of some of the masters of the 
school of Cologne. On the other hand, a number of the most prominent 
Venetian painters of this period followed in the tradition of the Interna- 
tional Style, represented elsewhere in Italy by such painters as Pisanello, 
Masolino, and Gentile da Fabriano. The essential characteristics of this style 
as we have seen earlier are the extremely calligraphic edges of very full 
drapery, these edges drawn in double S-shaped curves; the use of detailed 
flowers and grasses in the foreground; and the application of gilt raised 
gesso for crowns, armor, and other details of costume. 


224 (right). Niccord pi Piero: Ma: 
donna enthroned (1394). Panel paint- 
ing, 424° x 25%0”. Accademia, Venice 
(Fiorentini 








The International Style Artists 


Of the International Style artists in Venice Jacobello del Fiore was out 
standing, He was active from 1394 t0 1439. One of his most famous pro- 
triptych [22.5] now hanging in the first large hall at 

the top of the entrance staircase of the Accademia in Venice, the same hall 
in which many of the works of the earlier Venetian artists mentioned so 
far are to be found. The center panel of Jacobello's triptych represents Jus- 
tice, personified and enthroned between two lions—the symbols of St. Mark 
and therefore of Venice. Justice is crowned and holds a sword in one hand 
and a pair of scales in the other, In the left wing of the triptych the Arch- 
angel Michael, with raised sword, treads on a dragon. He too holds a pair 
of scales, indicating his office of weighing the souls on the day of the Last 
idgment. The Archangel Gabriel occupies the right wing. About to alight 
on the ground, he bears the lily wand in his left hand and stretches out his 
right arm with the gesture of the Annunciation. All three figures are set 
against a dark-blue background. The scales, the sword handles, Michael's 
armor, and the cuffs and the plastrons of the two other figures are done in 
gilt raised gesso giving a remarkable richne 
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ternationalists. He was also i 








need by the Paduan artist Guariento, 





225. JaconeL e: Justice triptych (1421). Panel painting, 193%” x 82”. 
Accademia, Venice (Anderson) 


6 (right), Gam- 
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Jacobello's follower Giambono carried on this elegant late Gothic style 
with all its courtliness, as seen in the charming St. Michael in the Berenson 
collection at Settignano and in the preux chevalier St. Crisogono on horse- 
back with shield and bannered spear in San Trovaso, Venice [22.6]. Giam- 
bono's activity came in the years between 1420 and 1462 and shows the ef- 
fect on contemporary Venetians made by Gentile da Fabriano and Pisanello, 
both of whom were imported to work on the decorations (now gone) of 
the Doges’ Palace. 

A less well-known Venetian painter was Francesco de' Franceschi, ac- 
tive from 1447 to 1467. Apart from being a follower of Giambono, he fur- 
nishes further evidence in his work of influences on Venetian painting from 
elsewhere in Italy. In a triptych, listed by Berenson as “homeless” and still 
unaccounted for, Francesco's debt to Masolino of Florence is quite apparent.* 








The Vivarini 


With Antonio Vivarini and Jacopo Bellini we come to the famous dynasties 
of painters established in Venice. Both men began as adherents of the In- 
ternational Style and, as many another Italian Internationalist, both gradu- 
ally admitted certain Renaissance elements into their style, Actually the 
Vivarini came from the island of Murano near Venice but they did most 
of their work in and about Venice, They also established a workshop in 
Padua between 1447 and 1450 where the local painter Squarcione, the mas- 
ter of Mantegna and Crivelli, was active. Jacopo Bellini and his sons were 
also in Padua at that time. Padua's magnet, of course, was the Florentine 
sculptor Donatello, who was at work on the decoration of the altar of the 
church of Sant’ Antonio and whose work influenced most of these painters, 

The Adoration of the Magi by Antonio Vivari 
Friedrich Museum in Berlin shows his closeness in style to Gentile da Fa- 
briano's famous version of that subject in the Uffizi [10.2]. (Gentile da Fa- 
briano was active in Venice in the early fifteenth century.) The embossed 
trappings and costumes, the colorful retinues of the Magi, the animals and 
flowers in the foreground, and the treatment of the panoramic background 
are all earmarks of the International Style 

Antonio was assisted in this picture by his brother-in-law Giovanni 
d'Alemagna, with whom he collaborated in a number of works until Gio- 
vanni's death in 1450. In the chapel of St. Tarasio in San Zaccaria, Venice 
=the same chapel that contains the Castagno frescoes (p. 230)-are three 
altarpieces signed by these two artists and dated in the years 1443 and 1444. 
All three are excellent examples of the elaborate structures in which north 
Italian paintings of the late Gothic period were often assembled. The sim- 
pler triptychs and polyptychs of Tuscany are completely outclassed by these 
brilliantly gilded architectural creations laden with intricately carved Gothic 








* See Bernhard Berenson, Italian Pictures of the Renaissance, Venetian School, New 
York. Phaidon Press, 1957, Vol. I pl. 57. 





22,7. ANTONIO Vivanust AND Cro 
saints (1443-1444). Panel paint 
(Bohm) 








NI D'ALEMAGNA: Altarpiece with Madonna and 


5. Chapel of St. Tarasio, San Zaccaria, Venice 





motifs and figures. The front face, for example, of the altarpiece [22.7] on 
the main altar of the old chapel of St. io, although recomposed, gives 
the effect of al with buttresses, 
gables, pinnacles, and fléche of Mila Aral. It is only in 
the lowest tier that the el o Ma d four saints have 
been inserted. The Madonna a ints are the 
work of a follower of Lorenzo Veneziano. The two sa 
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by the Vivarini-d'Alemagna combination. The back of the altarpiece has 
been kept plain and is covered with painted panels by these two artists, the 
subjects being an episode of the story of the Holy Blood at the top, below 
which is the figure of God the Father enthroned between twelve saints and 
two angels standing under Gothic-arched niches in two rows. In the bottom 
row, at the ends, are two bambino martyrs; inserted between them is a 
predella piece on which the bust figure of St. Tarasio and six small scenes 
from his life are represented. 

The altarpiece on the right wall features the youthful St. Sabina hold- 
ing her martyrs palm and standing in a garden of roses over which four 
angels hover [22.8]. She is flanked by St. Jerome and a handsomely attired 
youthful saint. In the upper tier above St. Sabina is the half figure of an 
angel holding a scroll. To right and left are the half figures of SS. Catherine 
and Margaret, the one holding the martyrs palm and a book, the other 
bearing a cross-staff which she has plunged into the jaws of a dragon. On. 
the right wall opposite is another small tabernacle altarpiece of which the 
major portion is made up of carved decoration and sculptured groups rep- 
resenting in three tiers on the central axis: the dead body of Christ upright 
in the tomb, the mourning Virgin surrounded by her friends present at the 
Crucifixion, and the Resurrection of Christ. Flanking the lower groups are 
two pairs of saints, Nereus and Achilleus to the right and Gaius and Ignatius 
to the left. These are painted panels. 

In the same year, 1444 in which the large altarpiece in the chapel of 
St. Tarasio was painted, Antonio Vivarini and Giovanni d'Alemagna signed 
and dated the large painting in the church of St. Pantaleone in Venice. It 
is a very elaborate rendering of the Coronation of the Virgin [22.9]. The 
throne on which Christ and the Virgin attended by God the Father and the 
Dove of the Holy Spirit are seated is raised high upon columns set on a 
podium. A group of babes, the Holy Innocents, bearing the symbols of 
Christ's Passion move about in the space between the columns. The four 
evangelists with their symbols are seated at the foot of the throne, while 
in eight tiers saints, martyrs, patriarchs, prophets, and angels are set in the 
apselike space behind the throne. 

‘The figure-style of this Vivarini-d'Alemagna brother-in-law pair, despite 
its relation to the International Style and its presence in elaborately Gothic 
frames, does not display the overcalligraphic drapery so common with the 
Internationalists. The style seems closer to such late Gothic developments 
of the fifteenth century as we found in the works of the Florentines Maso- 
lino, Domenico Veneziano, Fra Angelico, or even Fra Filippo Lippi. Uccello 
and Lippi had actually worked in north Italy and at one time were present 
in Venice, and Castagno did the frescoes of the apse vault in the chapel of 
St. Tarasio above the great altarpiece by the Vivarini-d'Alemagna pair. We 
previously noted a similar Florentine influence in the style of Francesco de’ 
Franceschi to whose figures some of the Vivarini saints (such as the St. 
Sabina in the St. Tarasio chapel) seem to be related. The Holy Innocents 











22.8 (left). ANTONIO VIVARISI AND GIOVANNI D'ALEMAGNA 
Detail from St. Sabina altarpiece (1443). Panel painting, 
47%" x 20%", Chapel of St San Zaccaria, Venice 
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Other members of the Vivarini family who were painters are Bartolomeo, 
Antonio brother and later collaborator, whose signed works date from be- 
tween 1450 and 1491, and 03), who was influenced by both 
his father Antonio and his uncle Bartolomeo but also by Antonello da Mes- 
sina and Giovanni Bellini whom we shall consider shortly 
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Jacopo Bellini 


Jacopo Bellini (1424-1470) developed his style under similar auspices. As a 
pupil or close friend of Gentile da Fabriano, Jacopo absorbed the elements 
of the International Style, but while at Padua in the 1440s he felt the im- 
pact of Donatello's style as did the other painters present at that time in 
Padua. 

In the altarpiece with the scene of the Annunciation in St, Alessandro 
at Brescia [22.10] and in the five scenes from the life of the Virgin in the 
predella the International Style predominates-in the florid Gothic arches of 
the frame under which the Annunciation is set and in the rich brocades 
worn by the Virgin and by However, in the Madonna and Child 
[22.11] in the Accademia in Venice, the background is filled with small cherub 
heads that had become so popular under Donatello's influence, Similar half- 
length Madonnas but without the cherubs are to be found in the museum 
at San Diego and in the Louvre, but in another Madonna in the collection 
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22.10, Jacoro Betti 
Annunciation (1445) 
Panel painting, 118%" x 
St. Alessandro, 








Brescia (Alinari) UU : RRL 
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22.11. Jacoro Bettist: Madonna and Child 
(e. 1448). Panel painting, 28" x 2037 
cademia, Venice (Böhm) 











of Mrs, Walter Burns at North Mimms, England, the cherubs are again 
present, some of them holding the symbols of Christ’s Passion 

In the Louvre and in the British Museum are portions of 
books in which the sketches abound with the realistic 
mals, birds, grasses, and flowers, the favorite subject materials of Interna- 

nal Style artists. But here and there in the same sketches the rendering 
of space by means of piazzas and squares and the Renaissance architectural 
details [22.12] betray the influence of Donatello. These sketchbooks of Ja- 
copo Bellini must be equated with that of Pisanello (p. 193) who himself 
belonged to the group of International Style artists, 








copo's note: 





presentations of ani- 

























We turn now to the activities at Pad 
works of Jacopo Bellini’s sons Gentile 





id leave for a later chapter the 
nd Giovanni, 
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+ 2. 3 
The School of Padua 





LOSE to Venice and not too deeply involved in the political and 
military difficulties that beset so many of the Italian city-states, Padua be- 
came a fruitful area for the growth of the new humanism, Beginning in 
1222, Padua had been a university town to which students flocked from all 
over Europe. Albertus Magnus had been a student there. The importance 
of the university is indicated by the fact that in 1363 it acquired the right 
to confer the degree in theology, a privilege hitherto enjoyed only by the 
Sorbonne in Paris. 

The interest ín the Classical humanities had been fostered in the north 
ata very early date. In 1315, Musato received the poet's laurel for an opus 
entitlea Eccerino, based on the exploits of the young tyrant and bastard son 
of Frederick II and patterned on a Classic tragedy. The gravitation of in- 
terest toward the Classics was stimulated by the finding of the bones (sup- 
posedly) of the Roman historian Livy, a Paduan by birth. OF a certain 
Guarino da Verona, who was in direct humanistic descent from Petrarch 
through Giovanni da Ravenna, his biographer states that he made more 
men eloquent and learned than all the other men of his profession put to- 
gether. “More scholars came out of his school than warriors out of the 
Trojan horse.” And when Pala Strozzi, the Florentine patron of the Classics, 
was exiled from his native eity, he chose Padua as the city in which to 
spend the remainder of his days. In all probability it was Strozzi’s infu- 
ence that brought Donatello to Padua to execute his sculptures for the high 
altar of the church of St. Anthony, known as the Santo. Donatello also cast the 
great equestrian statue of Gattamelata in front of the Santo. 

Prior to Donatello's arrival, Padua's artistic connections naturally had 
been with Venice. The two great families of artists, the Vivarini and the 
430 
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23.1. Fnaxcesco Sguancione; 
Madonna and Child (c. 1450) 

1 painting, gi x 26%. 
Former Kaiser Friedrich Mu- 
scum, Berlin (Photographische 
Gesellschaft) 





Bellini had, for a short time, established workshops in Padua bringing with 
them late Gothic, Germanic, and International Style influences. But previ- 
ously elements of Florentine art had been injected into the art of the north. 
In the early fourteenth century Giotto had decorated the Arena chapel at 
Padua, and in the fifteenth century Uccello and Castagno had worked in 
Venice and Uccello also in Padua, Two Veronese painters, Altichiero and 
Avanzo, had painted frescoes in the Santo and elsewhere in Padua at the end 
of the fourteenth century. The local painter Guariento, a Byzantine-Giottesque 
of the later fourteenth century, also did frescoes in the Eremitani at Padua 
and in the Doge's palace, Venice. 



















Squarcione's Workshop 

The most famous painter in Padua when Donatello arrived was Francesco 
Squarcione (1394-1474). Only two works by his hand are in existence, the 
small Madonna and Child [23.1] in the former Kaiser Friedrich Museum, 
Berlin, bearing his signature and the documented (1449) altarpiece of St. 
Jerome with four saints in the Museo Civico at Padua. Very little is known 
about Squarcione beyond what the biographer Vasari and others have trans- 











mitted, He is said to have had his pupils draw from ancient statues in his 
workshop. With his love for the antique, it is therefore not surprising that 
Squarcione should take an interest in the work of Donatello. On examina- 
tion, his Madonna in Berlin is found to be very Donatellesque in its reli 
like quality, in the type of the Christ child, in the fruit swag at the top, and 
in the use of the Classical candelabrum. 














232. Camo Cmwrtti: Madonna 
and Child (c. 1472). Panel painting, 
35° x 23°. Metropolitan Museum, 
New York (Courtesy of Duveen and 
Co.) 








pov 
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Squarcione's fame, however, rests primarily on the fact that he was the 
master of numerous painters and of two in particular: Carlo Crivelli (c. 
1490-1495), a lesser luminary, and Andrea Mantegna, the greatest painter 
of the fifteenth century in northern Italy outside Venice. Crivelli’s brittle, 
porcelainlike figures with small heads and slender bony extremities create 
an exotic effect [23.2]. A wealth of details covers his panels, all done with 
meticulous care, such as fruit swags, individual fruits and vegetables, gold 
and brilliantly colored brocades. His exaggerated gestures and expressions of 
emotion have a northern, Germanic quality. There is also a suggestion of 
Antonio Pollainolos style in the way Crivelli hands and fingers are done— 
Squarcione, in fact, possessed a drawing of Pollaiuolo among the objects in his 
workshop. Crivelli's art is in a category more or less by itself and contributed 
little to future developments. 











Mantegna 


Andrea Mantegna (1431-1506) was a master of outstanding accomplishments. 
He was the foster son as well as the pupil of Squarcione, from whom he 
must have acquired his taste for the Classic art he studied with so much 
enthusiasm. And then when Donatello came to Padua, Mantegna was im- 
pressed by his sculpture and by his studies in perspective. 


23,3, Anonea Maxreox 
St. James led to his Exec 
tion (1451). Fresco. For- 
merly in Ovetari chapel, 
Eremitani, Padua, now de- 
stroyed (Alinari) 








Perspective and Illusion 


Mant 
chape 






a's first monumental performance was the frescoes of the Ovetari 
h of the Eremitani at Padua. In 
these frescoes, depicting episodes from the life of St. James and of St. Chris- 
topher, he posed a new problem in visual reality: that of perspective as 
applied to a whole block of space. Here were his first experiments in il- 
ter brought to such a triumphant climax in the 
Camera degli Sposi of the Castello at Mantua. 


in the right transept of the chu 











lusionistic space that hi 





In the scene of St. James led to his exceution [23.3], Mantegna wished 
to reproduce the effect the spectator would see if he were looking at the 
episode from the level of the ground line-that is, fr 





a worm's-eye per- 
he ground line of the fresco is just about 
at the height of the spectators Ma nd 
Umbrian realists had used a one-point perspective: the buildings were par- 
allel or at right angle to the picture plane and the forms receding into the 
distance converged on one point on the horizon line, A two-point perspec- 
tive is called for when the spectator is to see two sides of a building at one 


spective. To make this impressio 






cio and other 





rent 








23.4. ANDREA MANTEGNA: 
Beheading of St. James 
(1452). Fresco. Formerly 
in Ovetari chapel, Eremi- 
tani, Padua, now destroyed. 
(Anderson) 











o time (for example, when you look at the corner of a build- 
only the edg el to the picture plane)—that is, there 
ts. I the spectator looks at a building or 
figure from below or from above, neither the planes nor edges but only 
vanishing, points 
are present, This experience Mantegna wished to incorporate in his frescoes. 

In the St, James scene just m 
in the foreground and those of the buil 





ing of whic 
are two vanishing pd 





points are parallel to the plane of vision. Therefore thr 








ned, the lines of the triumphal arch 





at the right are drawn in one- 
from 
dered in a two-point persp nce the entire scene 
is viewed from below there should also be a three-point perspective. Here, 
however, Mantegna came up against a difficulty of design, If he drew the 
buildings in three-point perspective, he would disturb the rectangular or- 
ganization of his fresco. So he resorted to certain optical illusions to give 
space the appearance of tilting back. The figures in the foreground are in 
deed drawn in the proper perspective y from the front 
plane. But to make the buildings seem to do the same thing, particularly 
the tower in the background, Mantegna created a wide, obtuse 


point perspective. The building in the dist 





an angle, is r 
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right foreground formed by the figure of the soldier and the long shaft of 
the banner. This angle thrown against the vertical parallel lines of the tower 
make the tower appear to bulge and lean, And the buildings in the fore- 
ground, by the very fact that they are drawn with parallel vertical lines 
contrasting with the converging lines of the leaning figures, appear to be 
bulging out at the top, as indeed they should if the spectator were looking 
up at them, The vault of the triumphal arch as seen from below was obvi- 
ously inspired by Donatello's relief in the Santo of the ass kneeling before 
St. Anthony, but Donatello did not attempt to foreshorten the space or the 
figures in the foreground. 

Mantegna created another bit of illusion in the fresco of the Beheading 
of St. James [234]. The execution takes place in the foreground along a 
horizontal bar extending across the fresco. This bar is painted in such a 
way that its right end disappears behind the molding framing the fresco 
but its left end comes out over the molding and is attached to it by a leather 
thong. (The molding is painted so realistically that it seems to be an actual 
architectural feature.) Then as his eyes move along the bar, the spectator 
sees St. James’ head and the arm of one of the soldiers projecting across 
the bar into his space. That is, Mantegna wished to break the surface of 
the wall and give the illusion that there is no break between the spectators 
space and that of the picture. 

These Ovetari chapel frescoes are filled with many Classical details, such. 
as triumphal arches, architectural fragments, the costumes and armor of the 
Roman soldiers. The most striking examples are in the scene of St. James 
before the Roman judge. In contrast to the Classical fantasies often created 
by the Florentine realists, Mantegna's details were those h 
on actual Classical monuments, He was the president of an archeological 
society at Padua that went out into the surrounding country to dig up and 
study Classical remains, Details from these he would then incorporate into 
his paintings. We shall see other examples of this, 

On the night of March 11, 1944, à bomb from an Allied plane struck 
the Ovetari chapel and demolished it completely-the most tragic loss in the 
field of Renaissance art in Italy during World War IL The tiny fragments 
of the demolished frescoes, however, were gathered together, and for years 
patient experts have been attempting to reassemble what was salvaged from 
rubble, The chapel itself has been rebuilt, and, ghosts though they be, photo 
murals of the destroyed frescoes have been installed to give an idea of the 
glory of the original decoration, 

The influence of Donatello's bri lpture appears. 
of the Ovetari frescoes, The sharp highlights running arou 
the drapery of Mantegna's figures are the result of observing the effect of 
light on metallic surfaces. Mantegna's intimate Madonnas painted about this 
time also recall Donatello's reliefs of the same subject, yet their thin brittle 
execution are in the tradition of his master Squarcione from which he had 
not yet completely emancipated himself, 





























in the figure style 
1 the heads and 
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235. Axonza Mayrecxa: Center detail from Madonna enthroned (1456-1459). 
Panel painting, 86%” x 46%”. San Zeno, Verona (Anderson) 


In Mantegna's large altarpiece of St. Luke, now in the Brera at Milan, 
tradition still rears its head in the use of the Gothic, Vivarinesque frame. 
But the foreshortened figures of the saints in the upper register lean back 
realistically in space as though they were standing in upper balconies and 
create a strange contrast with the frame. Such “balcony” figures without the 
foreshortening, however, are also found in the altarpieces of Antonio Viva- 
rini that Mantegna must have known. 

Mantegna breaks completely with this tradition in the altarpiece done 
for San Zeno at Verona [235]. The architecture of the frame is completely 
Classic and is ma id and be part of the architecture of the painted 
space, giving the marionette theater such as was first attempted 
in the fourteenth century by Pietro Lorenzetti [7.12]. But Mantegna opens 
out the space even more. He is not content just to create the spa: 
room; 

















of the 
he opens up the background by letting you glimpse the clouds and 
of the far distance through the pilasters at the end of the room. It is 
y characteristic of him to create a middle distance with openings through 
which the far distance can be seen. The composition is full of the usual 
Donatellesque reminiscences, such as the putti, the fruit swags, and the sculp- 
turesque treatment of the figures and drapery 

The predella panels of this altarpiece are now in the Louvre and in the 
museum at Tours. The most significant one is the Crucifixion in the Louvre 
[236]. The lone figure of Christ is set at the apex of a triangular design 
rendered in perspective with the two crosses of the thieves converging to- 
ward it. A flinty formation of rock rears up vertically at the left as a harsh 
accent to the cross of Christ. The vertical is repeated again in the slender 

















23.6, Anomea Mawreosa: Cru- 
cifixion, predella panel from San 
Zeno altarpiece (1456-1459). 
Panel painting, 26" x 35%" 
Louvre, Paris (Alinari) 





shaft held by the soldiers below. At the foot of the cross the witnesses of 
the event are grouped like actors in some Classie tragedy, with those who 
are for Him at the left and those who are against Him at the right. The 
Virgin collapses into the arms of her friends. St. John, slightly detached from 
the group, wrings his hands in bitter grief as he gazes up at the Christ. On 
the other side the handsome figure of the centurion stands silently and in 
wonder at the scene before him. A far-distant landscape winds off gently at 
the left and relieves somewhat the stark tragedy enacted in the foreground. 
The delicacy of Mantegna's dra 1 the slenderness of the forms add 
considerably to the total effect. 

In the landscape backgrounds in general, thi 














echo of the International 
Style is still perceptible in the swinging curves and in the minute details of 
the round hills dotted with trees, the striated rocks, and the pebbles, But 
anyone traveling in the region between Verona and Padua will see in the 
landscape many of the specific elements found in Mantegna’s backgrounds, 
especially the great hill facing the traveler approaching Padua from Vicenza, 

The two other predella pieces, the Gethsemane and the Ascension, beau- 
tiful in detail and brilliant in color, are in the Tours Museum. A larger and 
varied version of the Gethsemane scene [23.7] now hangs in the National 
Gallery, London. In this panel Christ kneels in prayer on the side of a rocky 
incline at the left. Below, the three apos 
and in various foreshortened positions. St. Peters mouth is open as though 
he were snoring. The spiral, winding repeats of the road and of the back- 
ground in general furnish a marvellous accompaniment to the drowsy un- 
consciousness of the apostles. 

In 1459 Mantegna accepted 
zagas at Mantua and remained in the service of that family, off and on, for 
the rest of his life. 

A famous altarpiece painted by Mantegna while in the service of the 
Gonzagas is the triptych now in the Uffizi. Its central feature is the scene 
of the Adoration of the Magi. The Presentation in the Temple and the As- 






























les lie stretched out in deep sleep 





invitation to go to the court of the Gon. 

















7. ANDREA MANTEGNA: Gethsemane (c, 1464 


'anel painting, 2494" x gi" 
National Gallery, London (Anderson) 








cension are in the right 





nd left panels. Mantegna painted the Adoration 
on a panel with concave surface, as though again to break any barrier be- 
tween the picture space and the spectator. He leads the eye immediately 
on to the rock-paved road along which the Magi have traveled and which 
flows like a great riv 








from the distant and elevated background. straight 
down to the foreground, There it curves slightly to the right to pass out of 
the picture space and into the spectator’s space from which the figure at the 
extreme right has come to approach the cave in which the Madonna and 
Child are receiving the homage of the Magi. The Madonna is surrounded 
by an aureole of winged, Donatellesque angel heads, 

The Presentation of Christ [235] on the right wing of the triptych is 
one of Mantegna's finest achievements. The slender figures participating in 
the rite of the circumcision are painted with the greatest delicacy of detail 
The small angellike assistant holding the bowl of instruments resembles a 
miniature masterpiece in sculpture, with drapery and hair masterfully ren- 
dered. The setting for the scene is a lofty colonnaded hall covered with 
variegated slabs of marble revetment and with relief sculpture, The effect 
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238 (left). Anonsa MANTEGNA: Presentation detail from Adoration of the Magi 
(1463-1464). Panel painting, 3798" x 16". Uffizi, Florence (Alinari) 

23.9 (right). ANDREA MANTEGNA: St. George (c. 1462). Panel painting, 26" x 
12°”, Accademia, Venice (Alinari) 





is rich without seeming overloaded with detail. This highly decorative back- 
ground furnishes a radiant arabesque of form and color. A drawing for the 
group of apostles to the right in the Ascension panel is to be found in the 
Fogg Museum at Cambridge 

Close in time to this triptych is the Madonna of the Quarries in the 
Uffizi. It is a remarkable performance and worthy of special attention. The 
Madon 
rocky ledge in the foreground. Behind her the ground drops off hundreds of 
feet to the bottom of a valley in which miniscule figures walk along a high- 
way and roads lead to a far-distant city on the horizon, Other figures on 


frontal and with the nude Christ child on her lap, is seated on a 











the right quarry stone and carve columns at the base of a huge mount 





fills 
up almost the entire middle distance except for the small open area to the 
left through which the spectator glimpses the distant hill and the eity perched 


with jagged projections rising up from the valley below. The 





2310, ANDREA Maw- 
TEGNA: The Dead Christ 
(e. 1501). Panel paint- 
ing, 26° x 31%". Brera, 
Milan (Alinari) 











on the top of it. The mountain itself gives the effect of a great sunburst or 
crystallized explosion behind the Madonna. A connection between the com- 
position of this picture by Mantegna and that of the St. Barbara by Jan 
van Eyck has been suggested. 

Another much-admired painting by Mantegna is the small panel with 
St. George and the Dragon [23.9] in the Accademia in Venice, The aris- 
tocratic young saint stands bareheaded and in full armor within an open- 
ing framed by pilasters. The ever-present fruit swag is suspended above his 
head, A distant landscape fills in the background, It is as though the so- 
phisticated young knight had stepped to the front of the stage to receive 
the plaudits of an admiring audience for his skill in disposing of the drago; 
that lies sprawling at his feet, But his dignity does not allow him to ac 
knowledge the approbation of his public, He fixes his haughty gaze to one 
side beyond them. The exploit has gone slightly to his head! 

Mantegna himself was rather conscious of his own ability to conquer 
difficulties. Certainly the Dead Christ [23.10] in the Brera is a tour de force 
of foreshortening. Christ lies on the ground, His feet projecting toward the 
spectator, He is seen slightly from above to give the full effect of the fore- 
shortening. His loins are covered with a cloth, so 
nanner it brings out the form 













































«ed that in truly Cl 
neath. The folds are drawn in a series of 
receding ovals like cross sections of the limbs they conceal. The grimacing 
faces of the Virgin and St. John at the left introduce a strident note of grief 
and give the painting its proper identification as a Pietà; otherwise it might 
have been just a study of a cadaver seen in perspective. 

The climax of Mantegna's experiments with pe 





















pective and space il- 
lusion is reached in the frescoes of the Camera degli Sposi, the marria 
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chamber, in the Gonzaga palace at Mantua. It is a small room, but with 
the decoration of the walls and ceiling Mantegna opened up the confined 
space in a manner worthy of the Baroque artists of the seventeenth cen- 
tury, whose predecessor he was indeed. 

Mantegna begins the illusion by painting in a loggia on the wall over 
the fireplace, the floor of this illusionistie loggia being on a level with the 
top of the fireplace. The space of the loggia is limited by a marble parapet 
painted across the middle distance. Beyond the parapet, through drawn cur- 
tains, trees and the sky are visible, In this newly created space of the loggia 
the Duke and Duchess of Mantua are seated in the midst of their family. 
Mantegna makes this painted space more convincing as part of the actual 
space of the room by painting in a cross vault over the loggia. The ribs of 
this cross vault are supported on slender square piers that are also painted 
in but appear to support the actual vaults of the room. The capitals of these 
painted piers, however, are actual brackets. In this manner he breaks the 
wall space completely and deceives the eye further by painting one of the 
figures as though it were in front of the pier at the right and in the act of 
descending a stairway from the loggia into the actual room. On the left wall, 
additional piers with vistas between them of the outdoors have been painted 
in. Between two of these piers the Duke is shown again conversing with his 
cardinal-son Francesco. 

The boldest bit of illusionistic painting is on the ceiling [2311]. Man- 
tegna painted out the low vault of the room to make it appear like a dom- 
ical vault pierced by a round opening, an oculus, through which the open 
sky can be seen. The oculus itself s surrounded by a marble balustrade 
over which women and children look down into the room, and marble putti 
are painted in foreshortened positions on the inner side of the balustrade, 
The effectiveness of the entire illusionistic decoration is owed to the fact 
that the actual architecture and the simulated architecture are so skillfully 
blended. 





Early in the 1480's, at the behest of Pope Innocent VIII, Mantegna made 
a trip to Rome where his archeological interest in ancient sculpture must 
have received additional impetus, evidenced in the famous series of tapes- 
tries of the Triumph of Caesar that he finished after his return to Mantua. 
Made originally for the Gonzagas, these tapestries were sold in the seven- 
teenth century to the agent of Charles 1 of England and are now in Hamp- 
ton Court Palace, Mantegna also painted at this time various Classical and 
Old Testament subjects in grisaille to simulate Classical relief sculpture, for 
example, the Triumph of Scipio in the National Gallery in London, Tarquin 
and the Sibyl in the Cincinnati Museum [23.12], and the Judith in Dublin. 

To carry out a vow made at the Battle of Fornovo in 1495 when Charles 
VIII was defeated by the Italian forces, Gianfrancesco Gonzaga, the hus- 
band of Isabella d'Este, built a church in honor of the Virgin and had Man- 
tegna paint as its altarpiece the Madonna of the Victory [23.13] now in the 








23:11, Axpnea MaxrecNA: Ceiling fresco (1469-1470). Camera degli Sposi, Castello, 
Mantua (Anderson) 


Louvre in Paris. The inventiveness of the artist again manifests itself in his 
treatment of the apse behind the high throne of the Madonna as an open 
trellis wound about with ropes of laurel. Strings of pearls and a fragment 
of luck-bringing coral are looped and suspended from the center of the 
trellis above the Madonna head. Through the openings the sky is visible 
and gives greater space to the composition. Gianfrancesco in armor kneels 
in prayerful contemplation at the foot of the throne. 

aa 











23.12 (above). Anonea Masrecsa: Sibyl 
and Prophet (c. 1495). Canvas, 22V" x 
1874". Cincinnati Art Museum (C 
of Cincinnati Art Museum) 





urtesy 





23.13 (right), Axonea Maxtecsa: Ma- 
donna of the Victory (1495-1495). Canvas, 
110%" x 634w". Louvre, Paris (Alinari) 





For Isabella d'Este, the great patroness of the arts and wife of Gian- 
francesco, Mantegna painted two large allegorical pictures to be placed in 
her studio. In one of these Mercury and the Three Graces [23.14] are grouped 
together on the top of Mount Parnassus in the center of the middle distance 
while the Liberal Arts, personified, execute a circular dance in the fore- 
ground. In the other, a Triumph of Virtue over Vice, the fully armed god- 
dess Minerva in the vanguard of the Virtues is putting the Vices to rout. 
In both these compositions Mantegna used his favorite device of an en- 
closed foreground with openi 











in a barrier in the middle distance through 
which glimpses of the far distance appe: 
At Mantegna's death in 1506, Isabella d'Este wrote in a letter: 





The death of our n 





ster Andrea causes me great sorrow for, in truth, in 
him an excellent man and a second Apelles have passed away. 1 do believe 
that the Lord utiful 
work. As for me, I can never hope to meet a finer draughtsman or a more origi- 
nal arti 








d wishes to employ him for the creation of some be 
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29,14. Anonea Maxteoxa: Parnassus (1497). Canvas, 6344” x 75%", Louvre, Paris 
(Alinari) 


Looking back over these pages, we find these influences on the develop. 
ment of Mantegna's style: early dependen 
Donatello' Classic decorative de 





on Squarcione; assimilation of 
ils as well as the influence of Donatello's 
reliefs and bronze sculpture; interest in archeology; love of decorative ara- 
besque; and obsession with foreshortened form and illusionistie space. The 
influence of Mantegna's style was tremendous in northern Italy, How it af- 
fected the work of his brothers-in-law, Gentile and Giovanni Belli 








i, we 
shall see in the following chapter. 
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N the second half of the fifteenth century, Jacopo Bellini's two s 
Gentile and Giovanni, succeeded their father as the outstanding painters of 
Venice. A third painter, Antonello da Messina, made a lasting impression on 
Venetian painting although he resided in Ve 








e little more than a year. 


Gentile Bellini 


Gentile Bellini (1429-1507) apparently accompanied his father to Padua in 
the 1440s and there assisted him in the work on an altarpiece. While the 
Bellini family was at Padua the young painter Mantegna made acquaint- 
ance with its members, and in 1453 married the daughter of the house, thus 
becoming the brother-in-law of Gentile and Giovanni. This close connection 
was manifested in their paintings, and for a time Mantegna exerted a def- 
inite influence on the style of the younger Bellinis. 

Among the earliest known works of Gentile is the portrait banner of 
the Blessed Lorenzo Giustiniani [24.1], dating in 1465, in the Accademia in 
Venice. The hard, brittle outline of the figure as well as the distant land- 
scape betray Mantegna stylistic formula found in the Eremitani frescoes 
in Padua. So do the organ shutters from St. Mark's, Venice, now in that 
cathedral's museum, on which the standing figures of SS. Mark, Theodore, 
Jerome, and Francis are painted quite in the style of Mantegna and are set 
under coffered barrel vaults seen from below, resembling similar architec- 
ture in Mantegna's Eremitani frescoes. 
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24.1, Gentine Bettas Detail from Ban 
ner of Blessed Lorenzo Giustiniani (1465). 
Canvas, 875° x 61%". Accademia, Venice 
(Alinari) 





In 1406 Gentile worked for the School of St. Mark, but whatever he 
did there was later lost in a fire, The Scuole, or schools, in Venice actually 
were guild societies or clubs, ranging downward in social importance from 
the School of St. Mark, named after the city's patron saint. Each was housed. 
in an elegant building, which generally had a chapel on the ground floor 
and meeting and banqueting halls on the upper floor, We shall hi 
sion to mention other such schools in the course of conside 
ing since they com 
and chapels. 

In 146g Gentile was made a Count Palatinate by Emperor Frederick 1, 
Five years later we find him restoring the frescoes painted by Pisanello in 
the Doge's Palace and also offering his services to the city while asking to 
be appointed to the Fondaco dei Tedeschi (the German Merchants’ Guild), 
whieh appointment would carry with it a special stipend and the duty to 
paint the portrait of a newly elected doge. 

When in 1479 Sultan Mohammed II invited the doge of Venice to his 
daughter's wedding, he requested that a good painter be sent to help with 
the decorations for the occasion. So Gentile went to Constantinople in the 
fall of that year. Mohammed IT was the first humanist sultan of Turkey. He 
was interested in Western culture, in the Greek and Latin poets and phi- 
losophers, had the Classics translated into Turkish, and founded the first 
library in Constantinople. He admired Alexander the Great and Caesar. Despite 
the prohibitions in the Koran against figure representation, Mohammed earlier 
had had himself portrayed by an Italian medalist sent to him by Sigismondo 
Malatesta of Rimini. 

Gentile's experiences at the court of the sultan în part have been re- 
lated by Vasari, with tradition enlarging on some of the episodes. Others 
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24.2, GeTiLe BeLuist: Portrait of Mo- 
hammed 11 (e, 1480). Panel painting, 
27%" x a0t". National Gallery, London 
(Anderson) 








are told by a certain Giovanni Maria Angiolello who at the time was a slave 
to the sultan's son and who subsequently wrote a history of Turkey. These 
sources indicate that Gentile and the sultan got along amiably. Among other 
things, the sultan had Gentile decorate the walls of his harem with a 
of panels that later were removed by the sultan’s son and sold in the bazaars 
of the city 

Gentile left Constantinople after about a years stay, his departure sup- 
posedly precipitated by an episode that has come down in story. The sultan, 
who was a frequent visitor to Gentile's studio, complained one day that the 
blood dripping from a severed head of John the Baptist on which Gentile 
was working was not true to actuality. To prove his point, he summoned a 
slave and had him beheaded in front of Gentile, After that experience the 






























latter supposedly decided that Venice was safer than Constantinople and de 
parted. When he left the Turkish capital C 
Order of the Golden Knights by the sultan. 
Very little has survived of the works Gentile did at Constantinople. One 
of the finest is the extraordinary portrait of Mohammed Il [24.2] in the 
tional Gallery, London, in which Gentile has keenly portrayed the mixture 
of intelligence and sensuality in the sharp profile of this humanistic sultan 
A miniature portrait of Mohammed II is in the Seraglio Library in Con- 
ntinople; a delightful miniature portrait of a Turkish youth is in the 
Gardner Museum, Boston. The heads of two turbaned Turks, fragments of 
a larger panel, in the Art Institute, Chicago, apparently come from Gentile's 
studio at this time, The effect of Near Eastern miniatures on Gentile's style. 
is perceptible in some of the panels he executed after his return, as, for ex- 
ample, in the portrait of Doge Giovanni Mocenigo în the Correr Muse 
Venice. 
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The paintings that we associate with Gentile Bellini as most character- 
istic, however, are those in which he depicted contemporary Venice and 
started the tradition that we will see recurring in Carpaccios work (Chapter 
25) and eventually in that of Canaletto and Guardi. In Gentiles paint- 
ings these views of Venice were connected with some religious procession 
or event, We have in mind, of course, those four large pictures he painted 
for the schools of San Giovanni Evangelista and of St. Mark. 

The School of San Giovanni Evangelista was one of the six great Scuole 
and one of the oldest. It possessed a relic of the Holy Cross, and this relic 
became the subject for three of the four great decorations undertaken by 
Gentile, The best known painting [243] is that done in 1496 in which the 
relic is being carried in a huge procession around St, Mark's square on that 
saint’s feast day in 1444 when a miracle of healing was attributed to the 
relic, The commemoration of the miracle, however, is lost, for Gentile m: 
ticulously detailed a description of the elaborate procession in which all of- 
ficial Venice partook and of the square itself, Among the spectators Gentile 
painted many portraits, including one of himself, and in the careful render- 
ing of the cathedral facade he gave us a record of the scenes represented 
in the mosaics, now lost except for the one over the portal at the extreme 
left, But the sense of the vastness of the space in the square is not lost in 
the presence of all the detail. The restrained dignity of the scene is ace 
centuated by the repetition of verticals throughout the composition, relieved 
somewhat by the curves of the domes and arches of the cathedral in the 
background and of the arcades flanking the square and on the Doge's Palace. 

The second panel of this series [24.4] records the episode when, dur. 
ing a procession, the relic fell into one of the canals and was salvaged only 
when the guardian of the Scuola went in after it himself, Here we have a 
scene of everyday Venetian life, with the crowds along the narrow streets 
beside a canal watching with interest some exciting event, Much local color 
exists in the presence of the gondolas and gondoliers and in such a detail 
as the nude Negro youth at the right getting ready to jump into the canal 
to help in rescuing the relic. At the same time we have a ceremonious and 
semiofficial atmosphere introduced by the group on the left bank of the canal 
and by the portrait groups along the parapet in the foreground. Among these, 
at the left, is the figure of the young patrician Caterina Cornaro who was 
made queen of Cyprus, a role in life distasteful to her and which she soon 
abandoned to retire to Venice to a social life more to her taste. A portrait 
of her in later life by Gentile is in the National Gallery in Budapest, 

The third panel (all three are now in the Accademia, the famous pic- 
ture gallery in Venice) depicts another miracle accredited to the relie in 
which a certain Piero di Ludovico was cured of undulant fever by approach- 
ing a candle to the relic. The chief interest in this picture lies in the beauty 
of the interior space of the chapel in which the relic reposes as the sunlight 
falls on the marble revetment of the walls and the mosaic inlay of the floor. 
Again the foreground is replete with portraits, 









































24.5. GENTILE AND Giovanni Bras St, Mark Preaching in Alexandria (1493- 
1507). Panel painting, 137" x 304". Brera, Milan (Anderson) 


The fourth panel is the Preaching of St. Mark in Alexandria [245], now 
in the Brera Gallery in Milan. Gentile offered in 1492 to paint it for the 
School of St, Mark in memory of his father Jacopo, if that organization 
would just pay for the materials and add a small sum for whatever they 
thought it was worth. For some reason his offer was not taken up until 1504 
Gentile began the painting then, but progress was slow and early in 1507 
he became desperately ill. In his will, made a few days before his death in 
February of that year, he stipulated that if Giovanni, his brother, would 
finish the picture he would leave Giovanni their father’s sketchbook and what- 
ever money was to be paid for the picture, otherwise G 
to receive these items. Giovanni undertook to finish 

The design for this pu completed by Gentile, It is 
very much like that of the procession of the Holy Cross relic in St. Marks 
square in Venice with the same spaciousness, the same vertical acc d 
the placing of a domed religious structure with many arches at the farther 
end of the square. But, this being the square in Alexandria, Gentile fills the 
picture with obse n the Near East. The struc- 
tur sque, Minarets, an obelisk, and a Roman 
triumphal column All the background. A giraffe stalks across the square in 
front of the mosques and humped camels are in evidence. Most of the men 
in St. Marks audience, except for a group of Venetians at the left, wi 
turbans or fezlike hats bound to their heads; the wom 
veiled. The lighting on the figures in the foreground, however, gives e 
dence of Giovanni's hand, Throughout the picture, in fact, in contrast to 
Gentiles earlier panel of the procession in St. Marks square, the soft light 
and shade accentuating the rectangular forms of the buildings recalls, as we 
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shall see, the work of Giovanni during this same first decade of the sixteenth 
century. 

Gentile was buried in the cemetery of San Giovanni e Paolo very near 
the School of St. Mark for which his last picture was intended, 


Giovanni Bellini 


Younger by a year than his brother Gentile, and possibly a natural son of 
Jacopo Bellini, Giovanni Bellini (c. 1430-1516) was to become the most 
significant painter of fifteenth-century Venice. During his long lifetime he 
brought Venetian painting from a dependence on the late Gothic Interna- 
tional style to a fully developed Renaissance style of its own in which color, 
textures, and space filled with light were to give Venetian painting its par- 
ticular richness and beauty. Then, as master of other painters, Titian in par- 
ticular, Giovanni also laid the foundations for modern painting. 

Of the numerous paintings surviving from his long period of activity a 
restricted. number of key pictures have been chosen to illustrate his devel- 
opment and to communicate the quiet beauty of his work. 

Giovanni naturally received his early training in his father's workshop 
and through his brother-in-law Mantegna was subjected to the style current 
in Padua. As we remarked when discussing Mantegna, Paduan painters had 
en strongly influenced by the works of the Florentine sculptor Donatello 
in the basilica of Sant' Antonio. All these various style elements appear in 
the earliest known paintings by Giovanni Bellini, Most representative of the 
Mantegna influence are panels, such as the Transfiguration and the Cruci- 
fixion of Christ in the Correr Gallery in Venice. In the Transfiguration [24.6], 
the finty, quarrylike rocks are reminiscent of the rock formations in various 
Mantegna pictures, such as the central panel of the Adoration triptych in 
the Uffizi, The background of the Crucifixion has the winding roads and 
figure groups seen in Mantegna's Eremitani fresco of the Beheading of St. 
James [23.4]. In both the Crucifixion and the Transfiguration the figures have 
the slender height, the hard outlines, and the brittle clinging drapery we 
observed in the side panels [23,8] of the Mantegna altarpiece just mentioned, 
and eventually derived from Donatello. 

Giovanni, like Raphael, was a painter par excellence of Madonnas, He 
painted them throughout all periods of his life, They were for the most part 
the intimate half-length type with the Christ child standing, lying, or sitting 
on a ledge in the foreground. In his earlier Madonnas, apples and other fruit 
are often placed on the ledge in the manner of the Paduan usage. The monu- 
mental Madonna compositions date in the 1480's and later. In the early Ma- 
donnas the style derivations to be noted are the same as those in the panels 
mentioned above, primarily Mantegna and Donatello. One of the earliest, 
now in the Johnson Collection of the Philadelphia Museum of Art [24.7], 
is like an elegant creation in porcelain with smooth features and thin brittle 
fingers. The Christ child with His finger in the mouth is an adaptation of 

















249. 
Berus: Pietà 
(c. 1470). Panel 
painting, 34° x 
421. Brera, Mi 
lan (Alinari) 





the child clinging to the skirts of his mother in the Presentation in the Tem 
ple panel [23,8]. Another Bellini Madonna of the earlier period is in the 
Lehman Collection in New York. Here a Paduan or Donatellian fruit swag 
is suspended above the Madonna's head. The landscape background and the 
glimmering horizon are also derived from M. 

With the famous picture of Christ in Gethsemane 













ntegna. 





245], hanging a 
n with Mantegna’s 
ie subject [237], a spectator can make 
an interesting on-the-spot comparison, Both compositions are related to the 
drawing of the same subject by Jacopo Bellini, and both have obviously re- 
rents, such as the winding roads and the central position of the 
o strong, pinks and blues in both are very exciting, 





does in the same room in the National Gallery in Lond 





equally famous rendering of the 
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m yellows of the glowing horizons. But in spite of similarities, we note 
in Giov picture a softening of Mantegna’s harsh linear effect, particul 
in the rocks and landscape generally. Certain elegancies also appear 
Bellini picture, such as the carefully coiffured and oiled locks on the head 
of Christ and on t ls of the apostles John and James (although the 
hair on the heads of the apostles is slightly rumpled as the result of their 
sleeping). 

Another magnificent ex; 
head of St. John in the de 



















ple of this oiled-ringlet coiffure appears in the 
ly stirring Pieti in the Brera in Milan [249].* 





= 15 it possible that, Dürer, who visited Venice several times and was befriended by 
Giovanni Bellini, could have seen this picture and as a result painted his self-portrait as 
Christ with similar very long, oiled locks? Perhaps this was a hair style of the times since 
these locks appear, although less prominently, in other pictures of Giovanni's early period, 
such as the Transfiguration [24.6], and persist well into the 1480's, 
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24.10. Giovanıı Beruisi: Pieth (c. 
1458). Panel painting 
er Museum, V 





Note the contrast between the rugged intensity of the Madonna's grief as she 
presses her head close to that of Christ as if to kiss it-so like the effect of 
a German wood-carving-and the elegant lament of St. John, The cleft in 
the design between the heads of Christ and St, John emphasizes this con 
trast as does also the position of the two heads turning away from each 
other. And yet the three figures of the group are linked together by St. 
John's gesture of touching Christ's body, and the cleft in design between 
the heads of Christ and St. John is sensitively bridged by the golden-blond 
color of the tresses and beards of the two figures. This painting too repre- 
sents a transitional phase in a series of Pietäs, ranging from the dry Man- 
te e type [24.10] in the Correr Museum nice (derived from Dona- 
tello's bronze relief of this subject in the basilica of St. Anthony at Padua) 
and the more softly modeled versions, such as that in the Museo Ci 
Rimi 












































In the Transfiguration [24-11] in the Capodimonte Museum in Naples 
iovanni has emancipated himself almost completely from the Mantegna type 
of landscape and sets the pattern for his future development in that field. 
A wonderful luminous effect pervades the scene as the hidden sun lights up 
clouds banked along the horizon, And in the light accenting the mountains 
and buildings and in the cowherd leading his drove off to the left are the 
elements of Giovanni's future idyllic landscapes. A softer treatment is also 
perceptible in the draperies of Christ and the prophets flanking Him, They 

cast in fuller and broader folds than heretofore, although echoes of Dona- 
tello's sculptural style are still apparent, 
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The landscape with St. Francis receiving the Stigmata [24.12], now in 
the Frick Collection in New York, is painted in similar manner. The fore- 
ground has reminiscences of Mantegna’s quarrylike rocks. All the descriptive 
details in the foreground—such as the book, the skull, the jug, the flowers, 
vines and grasses-even the wonderful donkey and the birds in the middle 
distance are descendants of the International Style's love of details of na- 
ture as seen in the drawings and notebooks of Pisanello and Jacopo Bellini. 
But the mountain landscape in the distance with its brilliantly lighted walls 
and buildings and with its shepherd, flocks, and other barnyard accessories 
belong to Giovanni's new interpretations of nature, 

A group of half-length Madonnas with the Christ child belong to this 
transitional period. They are placed against various types of background, either 
a neutral one or a landscape or a piece of brocade, In these panels the 
modeling of the Madonna and Child has lost much of its earlier hardness. 
"The Madonna dell’ Orto in the Accademia in Venice is set against a strip 
of brocade on either side of which can be seen the Greek-letter abbrevia- 
tions for the Mother of God and of Jesus Christ used in Byzantine icons. 
Giovanni thus links his painting with the traditional Byzantine art out of 
which Venetian painting grew. In another Madonna, also in the Accademia 
in Venice, he paints a landscape background of his latest type. 

In the latter half of the 1480s Giovanni painted a series of monumental 
Madonnas that must be considered as among his most important. Possibly 
in the early years of that decade he completed the Madonna painted for the. 
church of SS. Giovanni e Paolo. The Madonna was elevated on a high throne. 
beneath the cross vault of a loggía. Three angels singing lustily from a 
music book stood at the foot of the throne. Ten saints, five very symmetri 
cally placed on either side, flanked the throne, Unfortunately this pic- 
ture was destroyed in a fire in the church in 1867. A print and a poor 
water-color copy are all that remain to give us an idea of its composition 
and appearance. A very similar composition is found in the famous altar- 
piece [2413]. painted for the church of San Giobbe and now in the Acca- 
demia at Venice. Here too the Madonna is set on a high throne but be- 
neath an apse covered with gold mosaics, and the three angels playi 
musical instruments are seated on the steps of the throne, The six saints 
present are less mechanically arranged than were the ten saints in the SS. 
Giovanni e Paolo altarpiece, Here Giovanni paid much attention to light, 
color, and texture effects: the glow of the gold mosaics, the soft light across 
all the figures, and the contrasts between the old body of Job and the youth- 
ful one of St, Sebastian and between the homespun cloth of St, Francis" habit 
and the satin of the angels’ garments. This type of monumentally enthroned 
Madonna with musical angels on the steps of the throne became popular 
elsewhere in Italy. Fra Bartolommeo, for instance, after a visit to Venice in- 
troduced it to the Florentines in several of his paintings (see Chapter 29). 

Another Madonna of great beauty, painted in 1488, is in the sacristy 
of the church of the Frari, in Venice [24.14]. In spite of the fact that its 




































24.14. Giovani 
center panel 73° x 


24.15, Giovanni Beto 
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size is only about one third that of the San Giobbe Madonna (which is 
about 15 feet high), the effect of the Frari altarpiece is very impressive, Its 
construction is certainly adapted from Mantegna's San Zeno altarpiece [23.5] 
—that is, it is a triptych the frame of which appears to be part of the archi- 
tectural space within the picture, Bellini's composition is much simpler than 
Mantegna’s, In the central panel an interesting interrelation of two triangles 
occurs: one triangle includes the Madonna and the pedestal on which she 
rests, and the other includes the Christ child and the two angels. Dürer on 
his visit to Venice must have seen this altarpiece, for the four rather dour 
saints in the side panels surely served as the inspiration for his Four Evangelists 
now in Munich. 

A lovely porcelain quality is still apparent in the Frari Madonna and 
Child and in a number of the more intimate Madonnas of this decade, This 
was soon to give way to the more pronounced use of shadow in the model- 
ing of the faces in keeping with Giovanni's more dreamy and poetic inter- 
pretations of the Madonna in his later period, 

In his many Madonnas of the half-length, intimate type of the 1480's 
we notice that Giovanni used landscape backgrounds more frequently, some- 
times in combination with the strip of brocade on either side of which a 
vista of landscape appears. A handsome esample of this combination is in 
the Accademia at Bergamo, in which the vista at the left with its river, 
town, and grove of trees recalls similar details in Madonna paintings of the 
north, for example in Memlings work. The Madonna of the Trees [2415] 
in the Accademia in Venice is a popular and fine variant of this combina- 
tion. The wide strip of green satin behind the Madonna allows for very 
little vista space, but this Giovanni has filled cleverly with a tall, slender 
tree on either side of the brocade beyond which the distant landscape can 
be glimpsed. 

Finally, a Madonna of this period having special interest is in the Met- 
ropolitan Museum in New York. In this picture the red cloth behind the 
Madonna and Child takes up two thirds of the background space at the 
right and leaves the remaining third at the left to the landscape, In other 
words, Giovanni posed here the problem of an asymmetrical composition of 
solids and space, a problem he was to pose frequently in his last paintings and 
which his pupil Titian was to use and solve with such success and élan. 

That Giovanni Bellini was a pious soul not only is attested to by Dürer 
in his notes but also is apparent in his preoccupation with representations 
of the Madonna and of the Pietà theme and with the sincere and decp-felt 
emotion with which he endowed his figures. His Madonnas have nothing self- 
conscious about them; almost always they are preoccupied with some thought, 
perhaps the foreknowledge of the suffering and sacrifice awaiting the Christ 
child, Consequently, it is not surprising to find Giovanni interested in al- 
legory. As an illustration we have the five small panels (decorative parts 
of a mirror case perhaps), now in the Accademia in Venice, that are alle- 
gorical representations of Virtue and Vice, Fortune, Temperance and Jus- 























460 - NORTHERN ITALY 





24.16. Giovani Bettist: Allegory (1490-1495). Panel painting, 28%" x 474", 
Uli, Florence (Anderson) 
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e on her knee and riding in a small unstable bark 
In a picture in the Uffizi [24.16], Bellini paints a landscape of rocks, 
wooded a: 1 water as a setting for a more ambitious allegory 
that takes place on a balustraded area in the foreground, For the most part, 
the allegory is based on a fourteenth-cent ie Pilgrimage of the 
Soul” (Le Pélerinage de l'Ame) by a French Cistercian monk. In the poem 
the soul of the monk-author is taken on a journey through Hell, Purgatory, 
and Paradise by his guardian angel who explains the sights. They arrive, at 
ntr hedged.in enclosure with its doors wide open 
of Paradise-in the center of which is a green tree. About this 
of the departed in P 
the fruit of the tree. The gua 
in this explanation lies the 
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Bellini picture. 
In consequence of Adam's eating of its fruit contrary to God's command, the 
Tree of Knowledge lost its leaves and its fruit became sour. It became the dry 
tree. All its descendants henceforth became dry trees. The original tree ap- 
peals to God for justice and restitution. God then grafts a new branch onto a 
descendant of the dry tree. This becomes the 




















reen tree that produces a flower 
(the Virgin) and a fruit (Christ). Whoever partakes of the fruit therefore 
partakes of Christ and is assured of Salvation. But Justice, as queen among 
the Virtues, demands more. She argues with the Virgin and convinces her 
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that her Son must die upon the cross to make restitution for Adam's fall. 
Since the cross of Christ, according to the legend, was made from the wood 
of the Tree of Knowledge, the dry tree rejected by the builders of Solo- 
mon's temple, the circle is now complete and what Man lost by Adam's act 
has been redeemed by Christ's sacrifice on the cross, Hence by prayers and 
the intercessions of saints the souls of the living and of those in Purgatory 
can receive the benefits of this redemption. 

In Bellini’s picture the Virgin is set on a lofty throne beneath a canopy 
from which a vine and a cluster of grapes, symbols of Christ's blood, are 
suspended, At her feet sits the personified figure of Justice wearing a crown, 
pressing her request upon the Virgin, A female attendant of the Virgin stands 
by. SS. Peter and Paul, the advocates of human souls outside Paradise, stand 
near at hand outside the balustrade and near the open gate of Paradise, The 
local Venetian saints, Job and Sebastian, identical with those in the San 
Giobbe altarpiece mentioned earlier, stand at the right within the enclosure 
and as martyrs make their prayers of intercession to the Virgin and to the 
golden-haired Christ child standing under the green tree in the center of 
the enclosure. He is shaking down the fruit of the tree that is picked up 
and consumed by the babes playing about the tree who, in the medieval 
tradition, represent souls of the departed, On the bluff on the opposite side 
of the stream rises the empty cross destined for the Christ child. 

In the poem the guardian angel also explains that less dispensation is 
required for souls in Purgatory who led ascetic lives renouncing the world 
during their earthly existence, This we see illustrated in Bellini's painting 
in the area below the cross where St. Anthony the Hermit descends the rock- 
cut stairs in the desert and meets the centaur who points out to him the 
cave în which Paul the Hermit is living. 

Quite apart from these “program notes,” which we need to follow what 
goes on in this picture but which presumably were not needed by Giovanni 
and his friends, the painting is a triumph of poetie color and light and is a 
worthy predecessor of later allegorical and idyllic paintings by Giovanni 
self and especially by his pupils Giorgione and Titian. 

‘As time went on, Giovanni Bellini more often used landscapes, beautifully 
graded in soft color effects of light and shade, as background for his many 
religious pictures. An outstanding and moving example is the Madonna with 
the Christ child in her lap seated behind a parapet and flanked by the half- 
length figures of St. John the Baptist and a female saint, now in the Accademia, 
Venice, The background is a semidistant landscape of trees, a river, and the 
buildings of a city with mountains in the far distance, all seen as from a height. 
During this late period, he painted many other Madonnas alone with the Christ 
child in similar idyllic settings. Sometimes the landscape is partly obscured by 
a piece of the traditional brocade behind the Madonna, restating his earlier 
interest in asymmetrical composition, But in all the mood reflected in the 
Madonna's face or the faces of accompanying saints (if present) became in- 
creasingly introspective and daydreamy. 





























24.17. Giovanni BEL- 
uxt: Baptism of Christ 
(c. 1502). Panel paint- 
ing, 162" x 104%". Santa 
Corona, Vicenza (Ali- 
ari) 





One of the masterpieces of this period is the Baptism of Christ [2417] 
in the church of Santa Corona in Vicenza. The Baptism takes place in the 
foreground set against the wide mountain valley of the Jordan. The path 
on the left leads up to a turreted castle, that on the right to a rocky hermit 
cell The whole space of the background shimmers with delicate tones of 
blue, green, gray, and purple and sets off the beautifully modeled body of 
st standing with crossed arms in the center foreground. He gazes 
spectively out of the picture, while at the right St. John, moved, respe 
fully performs the rite of baptism to the astonishment, wonder, and ado 
tion of the three angels on the bank at the left 
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1: Madonna enthroned with Saints (1505). Panel 


24.18, Giovansi E 
2%, San Zaccaria, Venice (Alinari) 


painting, 197%" x 92° 
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s [2418] in 
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ria, Venice, was painted 
enty-five years old. In construction and design it is 






very close to the iobbe Madonna. [24.13] painted twenty years before. 


The apse with its gold mosaic is set back farther in space than in the ear- 
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24.19, Giovannt Brttint: Piet (0, 1502). Panel painting, 25%" x 
35%". Accademia, Venice (Alinari) 





lier Madonna, showing an area of pavement in the foreground and slight 
glimpses of outside space with slender trees to right and left, There is but 
one angel at the foot of the throne, and the saints flankis 


more introspective, This is accentuated by the almost t 





the throne 








lucent but deep 
è faces of the forward saints and bathe the dra 
effect is most similar to that achieved by Gio: 
1 it is a problem to decide who influenced whom. 
arlier Madonnas already had this tendency to- 
ward the contemplative mood, we may assume that Giorgione took it over 
from his master and developed it in the manner that we shall see later. 

We have noted elsewhere that Diirer had visited Venice. He had been 
cordially received, and his work had been admired by Giovanni Bellini, We 
have also suggested that Diirer borrowed certain motifs from Giovanni for 
his own creations. That Giovanni, in was affected at times by art from 
beyond the Alps we pointed out while discussing the famous Pietà in the 
Brera in Milan. This seems again to be true in the late Madonna with the 
dead body of Christ lying across her lap [24.19] in the Accademia in Venice, 
There can be little doubt that this motif was borrowed from one of the 
many Pietäs or Vesperbilder found in Gothic wood and stone sculpture of 
Germany and Austria. In Bellini's painting of the Murder of St, Peter Mar- 
tyr, in the National Gallery in London, the background of the woods (i 
which peasants are chopping down trees) as well as the winding road pass- 
ing by a village also indicate a knowledge of prints from the north that were 
being circulated in Italy at this time, 





shadows that fall acros 
peries of all the figures. 1 
vanni's pupil Giorgione, 
But since Giovanni in his 




























































24.20, Giovannt Berisı (with Titian) : Feast of the Gods (1514). Canvas, 67" x 
National Gallery of Art, Washington, D. C. (Courtesy of the National Gallery of Art, 
Widener Collection) 





We have observed that Giovanni's paintings were concerned primarily 
with Christian and other Bibli naterial was conspícu- 
ously absent until it appeared in several pictures painted at the end of his 
id for pagan 
subjects in sophisticated and cultivated circles at that time or whether it 
was the result of an attempt to keep up with his pupil Titian whose love 
for pag 
rate, in 15) 
handsome figure now in the Kunsthistorisches Museun 


| subjects, Pagan 








career. Whether this was owed to the growing taste and d 





subject matter was already apparent is open to question. At any 





the year before hís death, Giovanni painted the sensuously 





Vienna of the nude 








woman, sometimes called Venus, looking into a 
hair. 


ind mirror while doing her 





A more significant painting he signed in 1514. This is the fa 
of the Gods [24.20], now in the Widener Collection of the Ni 
lery in Washington, It was painted for the studio or private apartment of 
Ferrara, to be one of five pietures with pagan 








Alfonso d'Este in the palace at 
subjects. Of the other four, Dosso Dossi, the Ferrarese artist, painted one 
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and Titian painted the remaining three, After Giovanni's death Titian un- 
dertook to repaint a large section of the Feast of the Gods, apparently to 
make it fit in with his own and Dosso's more dynamic and dramatic styles. 
We have noticed how Giovanni's style, affected by his quietistic religious 
feelings, had a calm introspective beauty about it, It is difficult to think 
of him as painting a bacchanalian revel. When he did undertake to do this 
in the Feast of the Gods, the result was rather in the nature of a static 
tableau, This effect was accentuated by the background screen of trees which 
he had originally painted across the entire picture. This Titian decided to 
change by repainting the landscape in the left half of the picture to repre- 
sent a romantically lighted mountain height with a castle perched on top 
and with an equally romantic tangle of trees at the base, making a sharp 
contrast with the orderly rhythm of the tree trunks on the right. The con- 
trast between these two landscape backgrounds is emphasized by the deep 
wedge of sky that Titian painted in to separate them, Titian also touched 
up some of the figures to give them more abandon, changing some of the 
gestures and revealing more nude portions of the female forms than Gio- 
vanni had done.* In spite of these changes, Titian was not able to transform 
the essential calm and dignity of Bellini's picture. 

In various paintings by Giovanni in the late 1470s and after, we have 
called attention to the greater softness and translucency of his colors, This 
is usually explained as the result of Antonello da Messina's visit to Venice. 
This artist, whose accomplishments we shall mention almost immediately, 
came from Sicily and Naples to Venice in 1475. He had been trained in the 
technique of oil varnishes used by Flemish painters and observable in paint- 
ings by these artists in southern Italy and Sicily. By means of this technique 
softer color effect could be achieved. 

The influence of this Sicilian painter is also apparent in many of Gio- 
vanni Bellini's portraits, most of which date from the middle 1470's to the 
end of his life, The earliest portrait in existence is the delightful Boy in 
Purple in a private collection in London. It is full of casual charm and shows 
what Giovanni's portrait style must have been like before the advent of 
Antonello. The more rugged portrait of Joerg Fugger, seion of the famous 
‘Augsburg banking family, dated 1474, in the collection of Count Bonacossi 
in Florence, is another example of this pre-Antonello style. After the Si 
ian's arrival in Venice, Giovanni was perceptibly influenced by the oil- 
varnish technique that enabled him to model the heads and faces of his 
sitters more subtly and more plastically. But always a certain poetic quality 
comes through, a quality so characteristic also of his religious pictures. Some 
of the portraits, such as the Youth in Black from the Bache Collection in 
the Metropolitan Museum in New York, are set against dark neutral back- 
grounds: others, for example the Young Man with the Long Black Hair in the 





























* These changes by Titian and the original designs of Bellini were revealed by a 
series of X rays. The results and the discussion of them are published in John Walkers 
fascinating volume: Bellini and Titian at Ferrara (see bibliography). 








24.21. Giovanni Bettini: Portrait of 
Doge Loredan (c. 1501). Panel painting, 
24° x 17%”. National Gallery, London 








Louvre, are painted against a cloudy sky, thus introducing a space contrast. 
According to Vasari there was scarcely a palace in Venice in those days 
that did not possess portraits by Bellini, so popular had they become, To- 
day very few remain. Among the most famous still in existence is the mar- 
velous portrait of the Doge Leonardo Loredan [2421], now in the National 
Gallery in London. Serious and authoritative in mien, it is an eye-filler in 
its beauty of color-the light blue of the background, the gold and silver 
and white of the brocaded cape, the brown buttons, and the reddish bal- 
ustrade behind which the bust of the Doge is set like a precious piece of 
glazed polychrome porcelain. All Bellin's portraits are comparatively small 
in size, all are bust length and face the left, except for the carliest one of 
the Boy in Purple, who turns his head to the right. 

We have been considering some of the highlights in Cio 
carcer as a painter, These cause us to marvel 




















ni's long 
t the tremendous accomplish- 
ment of this artistic giant who during his lifetime prepared Venice to take 
over from Florence and Rome the leadership in painting that those cities 
had held for so long a time. Thus Giovanni also laid the foundations for 
modern painting. 











Antonello da Messina 


Although Antonello da Messina arrived in Venice in 1475 and stayed only 
one year and a half, his sojourn w 

count of his work is postulated at this point. 

Antonello was born about 1430 in the Sicilian city of Messin 
e indicates, His father was a stonec 





as his 
1. He seems to have been sent 








468 - NORTHERN ITALY 


2422 (left). AvroxELLO DA MesstyA: Cru- 
cifixion (1475). Panel painting, 23%" x 
16%". National Gallery, London (Anderson) 





24.23 (above). ANTONELLO DA MEsstva: St 
Jerome in his Study (1450-1455). Panel 
painting, 171%” x 108". National Gall 
London (Hanfstaengl) 








to Naples to study painting with Colantonio, the ranking painter of that 
city. During the brief reign of René d'Anjou and l 
both of whom were admirers 





er of Alfonso of Aragon, 
lemish paintings, the tech- 
nique of Flemish painters was imitated in Naples by the local masters. Col- 
antonio, according to sixteenth-century accounts, was able to paint in the 
northern manner so well that his work was taken to be Flemish. No won- 
der then that Antonello technique and style are reminiscent of those of the 
northern painters. Like theirs, his colors were brilliant, owing to the use of 
oil varnishes, and his painting of jewels and objects of still-life were metic- 
ulous in detail after the 


nd collectors of 














lemish fashion. Domenico Veneziano and his pupil 
Piero della Francesca were probably the only Italians up to that time to 
have had knowledge-and used it—of these northern methods of painting. 
How close to the Flemings his style could be is apparent in the three 
Crucifixion scenes that Antonello painted, Let the one in the National Gal- 








24.24 (above). ANTONELLO DA Messiva: Por= 
trait of a Condottiere (1475). Panel paint 
13% x 11%, Louvre, Paris (Alinari) 





24.95 (right). ANTONELLO pa Messina: St 
Sebastian (c. 1476). Panel painting, 67%” x 
33%”. Gemaeldegalerie, Dresden (Alinari 





lery in Lond 





24.22] suffice as illustration, or the well-known St, Jerome 
in his Study [24.23] in the same gallery. The latter is laden with still-life 
subjects. 

A number of heads of Christ wearing the crown of thorns show how 
expertly Antonello could render the human being, both as a physical as well 
as a psychological subject. It was but a step from these to the portraits that 
he painted with great simplicity and effectiveness, Examples of these are 











to be found in the Metropolitan Museum and in the Johnson Collection in 
the Philadelphia Museum of Art. In all, the head emerges from a dark back- 
ground as an object of extreme plasticity 

When Antonello arrived in Venice for his short sta 





he attracted so 
much attention with his technique and his portraits that a lasting impression 





470 - NORTHERN ITALY 


was made on his Venetian contemporaries, The story goes that Giovanni 
Bellini, anxious to know Antonello's technical secrets, went to have his por- 
trait painted by the Sicilian master, and then while sitting observed what 
Antonello did, Whether true or not, the fact remains that in the late 1470's 
Giovanni Bellini's portraits show the influence of Antonello’s technique, al- 
though in the majority of the portraits assigned to Giovanni after Anto- 
nello's visit to Venice the background is an open, clouded sky, In the por- 
trait of Pietro Bembo in Hampton Court Palace, England, the background 
is a landscape, 

While in Venice, Antonello painted a large altarpiece with the enthroned 
Madonna and six saints for the church of San Cassiano, This has subse- 
quently been sawed up and the pieces that remain are in the Kunsthis- 
torisches Museum in Vienna, Without question Giovanni Bellini had this 
masterpiece in mind when he designed the San Giobbe Madonna and the 
other monumental ones he painted in the 1480's. 

Several of Antonellos finest portraits were painted while he was in 
northern Italy, as for example the forceful Condottiere [24.24] in the Louvre 
and the male portrait in the National Gallery in London that might well 
be a self-portrait. In these he continued to use the convention of a dark 
background from which the head emerges. In one of his latest, however, 
that is in the former Kaiser Friedrich Museum in Berlin, he used a sky and 
landscape background that set the head more in space, as we noticed Gio- 
vanni Bellini doing. 

In his final masterpiece, the St. Sebastian [2425] in the Dresden Ge- 
ance with the work of Piero 
della Francesca. This is evident not only in the figure of St. Sebastian but also 
in the grouped figures in the background at the right, which suggest that 
Antonello had been in Urbino and seen Piero's Flagellation of Christ 

Antonello left Venice in 1476 to return to Sicily where he died in 1479. 











maeldegalerie, Antonello displays his acqu 
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Carpaccio and 


Giorgione 





OMPARATIVELY safe amid its lagoons, the great city of Venice 
scorned the grim fortresslike appearance of Florence and other cities in Italy 
that hid their palaces behind bristling walls and towers, Venice boasted no 
walls but the sea, and its public buildings and palaces combined with the 
sky and the sea to produce a scene of beautifully arcaded facades and 
ravishing color, ever changing in appearance. The splendor and the wei 
that Venice had amassed through widespread commerce was always on dis 
play when local festivals were celebrated or when the gilded and colorful 
barges and gondolas, draped with brocades and Oriental rugs, went out to 
meet some important visitor. It is this richness and glamour, at its height 
in the Jate fifteenth and during the sixteenth century, that is reflected in the 
works of contemporary Venetian painte 




















Vittore Carpaccio 


The most distinguished reporter of the life in Venice is Vittore Carpaccio 
(c. 1455-6. 1526), one of the most delightful painters of all times. As a pupil 
of Gentile Bellini, he continued his masters narrative style, adding, how- 
ever, his own dry humor to the episodes he illustrated. Although most of his 
paintings have religious subject matter, he set his scenes and events mostly 
in Venice. 

This is apparent in the delightful series of paintings that Carpaccio did 
for the chapel of the School of St. Ursula, a small structure now incorporated 
into the great museum of painting in Venice, the Accademia, Here a series 


m 
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of large paintings on canvas tell the fairy-tale story of St. Ursula, (Fresco 
painting was rare in Venice because of the dampness of the walls. Hence 
large canvases were used instead.) In the first three canvases relating to 
the Arrival of the Ambassadors from England to sue for the hand of Ursula, 
their Departure from the King of Britain, and their Return to England, 
Carpaccio has undertaken to show the spectator some of the magnificence 
of official receptions in Venice, the outdoor pavilions, the curiosity of the 
crowds along the shore, and the costumes worn. In the Departure of the 
Ambassadors [25-1] the scene takes place in a throne room beautifully dec- 
orated with marble revetment similar to that described in the Miracle of the 
Relic of the Holy Cross (p. 448) by Gentile Bellini, Alongside the throne a 
bit of local color is shown in the blond young scribe writing out a letter or 
contract for a client. The fourth canvas shows the Meeting of the young 
Prince of Britain and the Princess Ursula [25.2] and their Departures. 
Ursula had made it a condition in accepting the proposal of the young 
prince that he become a Christian and that they make a pilgrimage to Rome. 
The youthful charm of this fairy-tale pair is accentuated. All along the shore 
again are crowds of onlookers and in the harbor are ships like the great 
carriers of Venice's wealth. Then comes their Arrival in Rome for the set- 
ting of which Carpaccio must have used some print showing the Castel 
Sant’ Angelo, which he reproduces here. The pope and his cardinals receive 
the royal lady, who is accompanied by the ten thousand virgins Ursula had 
taken along on the trip. Next we see the Dream of St. Ursula in which an 
angel informs her of her impending martyrdom. For anyone interested in 
period furniture, this painting is an excellent document at the turn of the 
fifteenth century in Venice. On the floor at the foot of the bed lies the small 
white dog whom we shall meet again in Carpaccio's work. The Arrival at 
Cologne follows. The setting here too seems inspired from some print of the 
north country known to the artist. While in Cologne the son of the king of 
the Huns wishes to marry Ursula and threatens to kill her if she does not 
comply. Obviously she does not, for in the last episode in the story this Hun- 
nish prince with his archers dispatch Ursula and her ten thousand virgins. 
In the right half of the picture members of the clergy are carrying the corpse 
of the saint into a church. (The relics of Ursula and her maidens are kept 
in Cologne.) On the end wall of the chapel as an additional picture is the 
Apotheosis of St. Ursula, who is raised on a column of palm branches at the 
foot of which kneel as many of her ten thousand fellow martyrs as Carpaccio 
could crowd into the composition. 

It is necessary to emphasize that in spite of the narrative and deserip- 
tive quality of these paintings Carpaccio composed them beautifully as to 
color and as to the distributed patterns of light and shade, This is especially 
true of the detail of the transportation of the saints body into the church 
at Cologne. 

Two other sets of paintings that cannot be passed over in presenting 
Carpaccio are those in the chapel of the School of San Giorgio dei Schiavoni. 
























25.3. Canvaccio: St, George brin 
139". San Giorgio degli Schiavoni, V 





Dragon (1502- 
ce (Anderson) 





507). Canvas, 564” x 





nice, as any great modem commercial city, had its foreign quar 
Fondaco dei Tedeschi, for example, was the merchants’ guildhouse in the 
German quarter and San Giorgio dei Schiavoni was the guildhouse in the 
Slavic section, an area reaching from near San Zaccaria down to the Grand 
Canal where then, as now, it was known as the Riva dei Schiavoni—the bank 
or shore of the Slaves. In this chapel of St, George, along the top of the 
paneled side walls, are scenes from the life of St. George and the life of 
St. Jerome, The same sense of a romantic fairy tale humorously related is 
present in these as in the stories of St, Ursula, In one the youthful St. George 
charges at the fierce dragon in a barren desert, the sands of which are 
scattered with the blanched bones of victims. In another [253], the saint 
drags in the body of the wounded beast to deliver the coup de grdce 
in front of the applauding public to the music of an Oriental brass band 
On the opposite wall St. Jerome seated in his Study * is a kind of counter 
part to Ghirlandaio famous fresco of the same subject ín the Ognissanti 
in Florence. ‘The saint is in his spacious study furnish 
coutrements belonging to a humanistic scholar of the Renaissance. The little 
white dog is present here too, gazing up pertly at the saint, In another of 
the episodes from the life of St. Jerome, the saint, like a Christian Andro- 
cles, returns to the cenobite community followed by a meck lion from whose 
paw the saint had extracted a thorn [25.4]. A group of monks, who had been 
talking, is scattering in all directions at the approach of the wild beast, The 
action of the monks is accentuated by the pinwheel design Carpaccio em- 
ploys to produce a centrifugal effect. Finally scene of the death of 
St, Jerome the rigidity of the corpse is emphasized by the use of horizontal 
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* This scene has recently been interpreted as St. Augustine in his study he 
voice of St Jerome who had just died in Bethlehem. See Helen I. Roberts ín T 
Bulletin, Vol. XLI (1959), pp- 283-301. 
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25.4. Canraccio: St. Jerome and the Lion (1502-1507). Canvas, 54” x 8; 
Giorgio degli Sc i, Venice (Alinari) 








and vertical lines everywhe 
design, 

A more monumental phase of Carpaccio's style is to be seen in the 
large canvas with the Presentation of the Christ child in the Templo, now 
in the Accademia in Venice, He sets the scene against an apse in the back 
ground gle 
ous large-s 

» keeping with his interest in secular detail, Carpaceio painted a rather 
ation of two Venetian prostitutes [25.5] as they 
are seated, bedizened and weary, along the arcades. One of them is play- 
ing with a dog; various birds complete the setting, The whole picture is 
painted with a dry humor so characteristic of this master. It is now in the 
Correr Museum, Venice. Not until the eighteenth century, with painters like 
Guardi, do we have Venice again so intimately portrayed 
cio, however, had another side that he revealed only rarely: the 
n Museum ín New York possesses a picture 





io the practical exclusion of any curves in the 








ing with gold mosaics in the manner of Giovanni Bellini's vari- 






Madonnas. 





rprising portrait character 














Cary 








mystical one, The Metropol 
[256] in which the dead Christ is propped against a stelelike stone. On 





* In addition to the St. George and St. Jerome scenes, there are: a Miracle of St 
ius, to the right of the altar, and the Calling of Matthew and Christs Agony in the 
the latter dated 1502), which precede at the altar end of the right wall the scenes 
in which St, Jerome figures. 
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either side of Him sits an anchorite in deep contemplation. The foreground 
in which these figures are placed is a burning desert covered with rocks, 
pebbles, and bones; the background is green and flourishing, The interpreta- 
tion of the picture is this: the two anchorites in the desert are contemplating 
the suffering and death of Christ to such a degree that to them His form 
becomes a reality. Either the green background symbolizes Paradise or else 
it can be interpreted as representing the material life in comparison with the 
ascetic life practiced by the hermits, In the former Kaiser Friedrich Museum 
in Berlin a similar picture shows an anchorite seated in the desert, with 
human bones scattered about and with the body of Christ on a slab ready 
for burial. The eave of the tomb is in the middle distance, and the hill of 
Golgotha, with its three empty crosses silhouetted against the sky, is in the 
distance to the left. At the right is a smiling landscape symbolizing the beauty 
of the material world in contrast to the rigors of the desert in the foreground. 
This mystical phase of Carpaccio's work is in rather sharp contrast to his 
naturalistic and semihumorous narrative style that preceded it. 











Giorgione da Castelfranco 


At various times in history, artists and poets have turned to Arcadíanism 
while living in the midst of busy and turbulent metropolises, The Hellenistic 
Greeks of Alexandria are among the earliest recorded people who felt this 
urge for the life of the country with its attendant idyllicism, Something 
vaguely similar appeared at Versailles in the eighteenth century when Marie 
Antoinette and her attendants, saturated with the ennui of court life, tried 
to turn themselves into shepherds and shepherdesses, Today we are experi- 
encing the same back-to-the-country nostalgia in our own crowded urban 
communities, 

That Venice at the turn of the fifteenth century was undergoing a sim- 
ilar longing is evident in the works of the remarkable young artist Gior- 
gione, a pupil of the great Giovanni Bellini. Like several other geniuses in 
painting whom we have considered, Giorgione died quite young. He was 
probably only thirty-three years old when in 1510 he succumbed to the 
plague. During his short lifetime, however, the pastoral and the poetic that 
he emphasized in the subject matter of his paintings had a telling effect on 
his Venetian contemporaries, in particular on Titian, his fellow pupil in the 
studio of Giovanni Bellini 

Among the earliest paintings attributed to Giorgione are two now in 
the Uffizi Gallery in Florence. They represent Moses’ Trial by Fire and the 
Judgment of Solomon [25,7]. Although each episode takes place in the fore- 
ground of the painting, the more interesting portion is the background with 
its soft and moody light and shade, its castles, and its sheep and shepherds 
giving a romantic effect to the whole. This is not the landscape of Venice 
but of the hinterland as one approaches the Alps to the north. The same 
is true of the landscapes glimpsed to right and left of his famous enthroned 
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Solomon (before 

). Panel paint 
ing, 35° x 28°. UL 
fizi, Florence (An- 
derson) 





Madonna 





8] made in 1504 for the church in his home town of Castel 
it has remained, But here the mood is also caught by the 
figures of the Madonna and Child and of St. Liberale and St, Francis, whose 
daydreaming attitudes betray the romantic nostalgia so ever-present in Gior- 
gione's paintings. The mood is heightened by the stunning colors, the ma 
velous pinks, greens, and blues, 

As of this period too we 





franco, whe 











ight consider the beautiful Adoration of the 
Shepherds [25.9] in the Kress collection of the National Gallery in Wi 
ington, It still reflects much of the style of Giovanni Bellini, 
the beautiful distant landscape at the left, But the humble shephe 
the Madonna and St. Joseph have a detachment similar to that we just 








noted in the Castelfranco Madonna. 
of 





iorgione's romantically poetic subjects, the so-called “Soldier and 
the Gypsy" (sometimes called “The Tempest”) [a 
liest that has survived. The group consists of a 





0] is perhaps the ear- 

ude woman seated 
to the right nursing her child while a youth leaning on a staff at the left 
gazes in a daydream in her direction, The ruins in the landscape and the 













Castelfranco (Alinari) 


\ctoxe: Adoration of 


25.10. Giomcioxe: The Soldier 
and the Gypsy (c. 1505). Canvas, 

x 25%". Accademia, Venice 
Alinari) 











thunderclouds and lightning in the sky suggest the emotional situation in 


the picture, which seems to be concerned with a sylvan love affair. 





A number of smaller panels with mythological subject matter, partic 
larly of episodes from the life of Paris, have survived. But the most sign 

nt of these Arcadian pictures is the one bearing the misnomer “La Fête 
Champétre" [25.11] in the Louvre. In the background, in an idyllic landscape, 
a shepherd with his flock is passing along the wooded edge of a road, 
In the foreground are two nude female figures, one of them seated 
holding a flute, the other at the left pouring water into a wellhead shaped 
like a sarcophagus. Between them, and slightly set back, are two youths 
gazing wistfully at one another, one of them playing a lute. Far from be. 
ing a féte champétre, this is another of ic poesies. There 
is no actual relation between the goddesses and youths, who pay no atten- 
tion to the fema 
youths are singing to each other, and the subject of their poetry or song 
is the pair of goddesses whom the artist has materi 























e figures. Presumably what is happening is that the two 





ed in his picture. 
What a difference in feeling and intention from the famous realistic nine. 
teenth-century féte champétre * painted by Manet, probably with this pi 
ture, misunderstood, in mind. It is possible that the young Titian had a 
part in the painting of this picture as he did in other creations of Giorgione. 
So perhaps we have here an allusion to the close friendship that existed 
between these two youthful artists. The Knight of Malta in the Uffizi and 











The Déjeuner sur l'Herbe 
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25.11 (above). Gioncioxk: The “Fete 
434° x 544". Louvre, Paris (Archives Ph 





below). Gioncione: Sleeping 
‚eldegalerie, Dresden (Alinari) 
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the Concert in the Pitti are two other pictures in which the former fellow 
students in the Bellini studio collaborated. (If Titian did not collaborate in the 
Concert, he at least finished the head of the monk after Giorgione's death.) 

"The high moment of Giorgione's idyllic painting is the Sleeping Venus. 
[2512] in the Gemaeldegalerie in Dresden. Despite its first impression of 
rather startling reality, the painting is, after all, primarily a poetic adaption 
of the female form to the landscape, the curves of which repeat the curves 
of the body. There is a complete absence of self-consciousness about the 
figure; it has none of the brashness of some of s later nudes. Left 
unfinished by Giorgione’s untimely death, Titian undertook to complete it 
and removed the Cupid that originally was to the right of Venus’ feet. From 
this picture Titian certainly took the inspiration for many of his own nudes, 
especially the Venus Urbino now in the Uffizi, 

In Giorgione's few portraits we can recognize the same wistfulness that 
exists in his other work. This wistfulness is evident in the portrait of the 
Young Man in the former Kaiser Friedrich Museum in Berlin and most 
certainly appears in the portrait of the bearded young person in the Altman 
collection of the Metropolitan Museum of Art. Although the latter portrait 
may be a studio piece, it nevertheless reflects the feeling of Giorgione and 
is an excellent example of his use of an almost transparent and golden chi- 
aroscuro to achieve the emotional effect, 














Giorgione's Arcadian art, stemming as it does from his master Giovanni 
Bellinis own poetic awareness of nature, serves as an interlude between 
the more factual, narrative storytelling of Gentile Bellini and Carpaccio and 
the creations of Titian that glorify the sensuous beauties inherent in mate- 
rial things. The effect of this Arcadianism was strong on many contempo. 
rary painters, but it was rather short-lived. We shall see next how Titian, 
affected as he was in his earlier style by the poesies of his friend Giorgione 
passed on from this quasi-adolescent phase to the glorious achievements of 
his long and productive life. 
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TRANGE it is that two great geniuses of the Italian Renaissance, each 
the climax in painting in his region of Italy, should have been born at al- 
most the same time and have lived for almost a century. Titian (1477- 
1576) was born two years after Michelangelo, in the township of Pieve di 
Cadore in the foothills of the Alps north of Venice. He came to Venice at 
the age of eleven and eventually studied painting with the Bellini, although 
his first master seems to have been a minor painter named Sebastian Zuc- 
cato. 


Early Influences and Developments 


It was in the studio of Giovanni Bellini that Titian got his best training 
and received the impulse for many of his earlier works, While Giovanni 
Bellini, as a rule, used a symmetrical composition for his Madonnas, with 
equally balanced bits of landscape to right and left of the Madonna figure, 
he had begun to use an asymmetrical arrangement by the time Titian became 
his pupil. Titian was to take up this problem of asymmetrical balance and, as 
we shall see shortly, develop it to monumental proportions. 

One of Titian’s earliest known works, the so-called “Gypsy Madonna" 
[26.1], painted about 1505, now in the Kunsthistorisches Museum in Vienna, 
starts out like the well-known Giovanni Bellini type of half-length Madonna 
with the Christ child on a parapet set against a panel of brocade and with 
vistas of landscape in the background. But in this painting Titian stated the 
problem of asymmetrical balance very simply as a problem of interrelation of 


483 

















26.1. Trias: The Gypsy Madonna (c. 15 


5). Panel painting, 26%" x 394” 
Kunsthistorisches Museum, Vienna (Kun 


"historisches Museum photo) 








mass and space: how much space will balance how much mass? The green 
satin hanging behind the Madonna and Child shuts out space at the right 
and makes the eye move vertically, horizontally, diagonally, or along the 
curves of the form and drapery. But, after passing the edge of this hanging 
or the right sleeve of the Madonna, the eye plunges into the depth of the 
painted space, and a psychological sense of balance is achieved between the 
forms and the space, even though the painted space occu 
three eighths of the area of the canvas. The tree in the middle distance at 
the left edge of the picture catches the eye and turns it back into the deeper 
background space to follow the zigzag road that leads into th 
The diagonal pitch into space had, however, already been p 
the right-hand side of the composition by the position of th 
on the short ledge tight against the front plane of the pic 
position of the Madonna, especially her ri 

Another early asymmetrical composition by e Pesaro St, Peter 
[262] in the Royal Museum in Antwerp. It is also of historical interest, 
since it commemorates the victory of the Venetian armada under Jacopo 
Pesaro over the Turks. In the picture the admiral is being presented by the 

Pope Alexander VI to St. Peter, enthroned at the left 

It was also in the studio of Giovanni Bellini that Titian met th 
genius Giorgione from Castelfranco with whom he was to be close 
ted for a time and by whom he was deeply influenced. This influence can 
be seen in the altarpiece of St. Mark enthroned, in Santa Maria della Salute 






















Christ child 
re and by t 
set in the plane behind. 





















262. Trias: Jacopo Pesaro presented by Pope Alexander VI to St. Peter (c. 1506). 
Canvas, 57 x 7216", Musée Royal, Antwerp (Fiorentini) 


in Venice, which was painted at the time of one of the plagues that so fre- 
beset Venice, While the figure of St. Mark set high above the heads 
four saints recalls in its drapery and posture the rigid brittleness of 


quent 
of th 
an early Giovanni Bellini, the soft, daydreamy heads of SS. Sebastian and 





Rocco (who always were invoked against the plague) at the right definitely 
1 Da 
ts. Not long after, Titian escaped to Padua from one of these 
hony in the Scuola 





reflect Giorgione's style. The two saints at the left are Cosr nian, 








plagues and there painted frescoes from the life of St. An 
Antonio. Giorgione stayed behind in Venice and succumbed to the 





The close association between these two painters, which has already 
been mentioned (page 480), gave Titian's work at this time a certain idyllic 
quality. He even adopted his friend's soft chiaroscuro, so much so that some 
ned that the portrait of the Knight of Malta in the Uffizi is 
by Titian rather than by Gi 

‘After Giorgione’s death, Titian still painted poetic and idyllic subject 
matter, but his actual technique in painting and his types, particularly his 
been influenced by another contemporary painter, 
a the Three Ages of Man in the collec- 

















orgione. 





women, seem to has 
Palma Vecchio. This is appare 
London, and in his 











tion at Bridgewater House, y masterpiece, Sacred 





36.9. Trrıas: Sacred and Profane Love (e. 1515). Ca 
Gallery, Rome (Anderson) 





15, 42%" x 10076", Borghese 





and Profane Love [2 





3), in the Borghese Gallery in Rome. In the Three 
Ages of Man, Titian focuses attention on the nude young shepherd and the 
garlanded maiden holding the shepherd's pipes, who represent the age of 
Youth, He calls attention to the texture of the girl's blond hair, of the satin 
of her dress, of the brown body of the shepherd, In heightened fashion this 
is also true of the Sacred and Profane Love. Here too the emphasis is on 
a nude and a clothed figu 








The voluptuous softness of the nude figure at 
the right is set off against the deep pink satin of the cloak behind her and 
is in sharp contrast with the figure at the left clad in a heavy white satin 
dress with pink sleeves. The picture is full of the beauty of material things 
and the differentiation between their textures: the hair, the flesh, the satins, 
the metal of the bowl, the cherries, the marble of the relief on the fom 
the blue of the sky. And the glimpses of landscape to right and left give 
the idyllic, poetic setting still reminiscent of Giorgi 

















The Dynamic Genius 


Tit er, and between 1515 and 1530 
his style became completely independent and blossomed forth i 
and dy 


was never meant to be a daydr 





1 its virile 
ic power, Although following the Bellini formula, the Madonn. 
of the Cherries [26.4], now in the Kunsthistorisches Museum in Vienna, has 
a physical vitality surpassing that of his master. In the Tribute Money, now 
at Dresden, the hair and beards of Christ and the tax collector may still be 
fused into the dark background in the manner of Giorgione, but the faces 
and hands and even the drapery create an impression of the ruggedness of 
character in each of the two figures that is no longer Giorgionesque. The 




















tremendous canvas of the Assumption of the Virgin [26.5] over the high 
altar of the church of the Frari in Venice, completed in i518, is bursting 
with jubilation as the Mother of God is wafted aloft “as with a shout" by 





TITIAN - 487 





26.4. Trrias: Madonna of the Cher 
Kunsthistorisches Mus 









the circle of putti about her and by the apostles below, The equally huge 
composition of the Pesaro Madonna [26.6] in the same church is a bold ex 
periment in asymmetrical design, Although the Madonna and Child are set 
off to the right side, perfect balance is achieved by the dynamic handling 
of all the other eleme ag that become 
Progressively more narrow as it approaches the center of the picture and 
establishes the center of the balance, Forms are so placed to right and left 
as to keep the balance of weight moving until the point of rest or release is 
reached in the space between the columns of the background. Thus the eye 
of the spectator passes from the kneeling form of Jacopo Pesaro in the right 
foreground to the kneeling figure on the opposite side, which, howev 











s in the picture by a retreating, zig: 




















set further into the space of the picture and does not establish an actual 
equilibrium, Then the eye passes, via St. Peter, to the Madonna and Child 
placed on a high podium, and the balance is thrown off again. By setting the 








Madonna against the background of a column, painted in proper scale, Titian 
is able to restore the balance by placing another column on the left side, 
but set back in space. St. Francis, with his position and gesture, keeps the 
eye from going out of the picture at the right; the standard points it back 
n at the left; the clouds and the putti “put a lid” on the top. So the only 
escape is into the space between the columns in the center of the picture, 
In these two canvases of heroic seale in the Frari we find the seeds for many 
designs developed by later artists of the Baroque period, 
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Another religious picture of this period before 1530 remarkable for its 
design is the Entombment of Christ, in the Louvre [26.14]. Two later ver- 
sions exist in the Kunsthistorisches Museum, Vienna, and in the Prado, 
Madrid [26.13]. The three figures carrying the body of the Saviour form, to- 
gether with it, a design like a compressed figure 8 in perspective and on its 
side that enhances the effect of solicitous care on the part of the three. The 
colors, too, are effective, especially the cold, light slate-blue of the Madonna's 
cloak and the silvery peach of the garment of the figure at the extreme right. 
In the heads of the St, John and the Christ we still have an echo of Gior- 
sione's feeling, but the whole is a superb example of Titian’s mastery of 
color, design, and controlled emotion, 

During the years from 1516 to 1523 Titian frequently received commis- 
sions from the Duke Alfonso d'Este at Ferrara, The above-mentioned Tribute 
Money was presumably done for him. But the most significant. pietures 
Titian painted for this Renaissance prince were not religious ones. For 
Alfonso's personal quarters in the palace at Ferrara, Titian furnished three 
paintings full of pagan vitality: the Worship of Venus, the Bacchanale, both 
at present in the Prado in Madrid, and the Bacchus and Ariadne [267] in 
the National Gallery in London. In the Worship of Venus a swarm of putti, 
the pagan counterparts of the angels circling about the Assunta in the Frari 
Assumption, mill around the statue of the goddess of Love while a frenzied 
bacehante shaking a tambourine rushes in from the right. In the Bacchanale, 
a drinking bout is at its height and gives Titian the opportunity to display 
his ability in representing the texture of nude forms. The beautiful figure 
of the maiden in the lower right-hand comer who has succumbed to the 
effects of the wine takes her place as one of the finest among Titian’s many 
representations of the female nude, A cartello in the center of the foreground 
bears an inscription in French: “he who drinks and doesn't drink again, 
doesn't know what drinking 

‘The third, and perhaps the most beautiful of the series, is the Bacchus 
and Ariadne [26.7]. Here again we find Titian using his favorite asymmet 
rical composition of balanced form and space, The whole troupe at the right 
following the chariot of Bacchus is balanced by the single figure of Ariadne 
and the far-distant space toward which she directs the eye by her gesture, 
‘The figure of Bacchus leaping from the chariot is a tour de force of action 
and an object of breath-taking beauty as Titian has painted it, 
ored against the pink rose-madder satin cloak that flutters beh 
tury later Rubens was to be much affected by these pictures. In fact a copy 
that he made of the Worship of Venus is to be seen in the Prado, the same 
museum in which the Titian picture now hangs. 

Another masterpiece of this period is the half-figure of the Flora in the 
Uffizi, Florence, in which Titian ravishes the eye by his skill in contrasting 
the textures of the auburn hair, the velvet-skinned bosom, the thin woolen 
chemise, and the peach-colored brocade of the cloak of the model. Similar 
effects are achieved in the picture of the Lady with the Mirror and her 






































267. Triax: Bacchus 
and Ariadne (1523). 
Canvas, ETE 

National G: 
fary, London (Anden. 
son) 





Lover, presumably Laura Diante and Alfonso d'Este. A variant of this pic- 
ture showing the lady completely nude apparently was also painted by 
n. One version, presumably done in Titi 
collection in the Metropolitan Museum of Art, New York. This pair of pic- 
tures would seem to have started the tradition extending to the present day 
of representing the model clothed in one picture and nude in the other. Goya's 
Maja, clothed and nude, are perhaps the most famous examples, OF course 
Titian himself had contrasted the nude and clothed forms in one and the 
same picture, his earlier Sacred and Profane Love [26,3]. The Venus Ana- 
dyomene in the Bridgewater House collection, London, showing the god- 
dess, three-quarter length, rising from the sea and wringing out her hair, 
belongs to this 1516-1523 period. 

To what heights Titian was to ri portrait painter is forecast in 







































his portrait of the Ariosto in the N; allery, London, with its Gior- 
gionesque treatment of the head and the startling color effect of the quilted 
green satin sleeve of the sitter, Certainly one of Titian's greatest portraits 





is the Man with the Glove [26.8] done about 1519 and now in the Louvre. 
‘The seriousness and calm of the young sitter is rendered in the simple ef- 
fective design of the triangular accent of head and hands and the repeat 
of the curves of the bang, the chin, and the rufis at the neck and wrists. 
The color, too, is kept black, white, and gray to bring out the flesh-color 
of head and hand, and is relieved only by the momentary flash of the gold 
chain and the locket with its deep-blue sapphire cabochon, 

















26.8 (left). Terran: The Man with the Glove (c. 1519). Canvas, 99%" x 35%. Louv 
Paris (Alinari) 





26.9 (right). Trrtax: Portrait of Pope Paul III (c. 1543). Canvas, 41a" x 
v^. Capodimonte Museum, Naples ( Anderson) 








By the end of the 
spread across Italy but beyond the Alps. Commissions poured in from dukes 


Y's Titian’s renown as a painter had not only 


and princelings who wanted pictures or portraits by him. For the Duke of 

Urbino he painted the famous Venus, an adaptation of the Giorgione one 
x 

[2512]. But Titian ma 





his goddess much less poctic and definitely more 
the self-conscious Venetian courtesan as she looks boldly out of the picture 
at the spectator, wearing a bracelet, holding a bunch of violets, and with a 
tiny spaniel at her feet. Titian painted many variants of the Venus—with 
ig at herself in a 





Cupid, with an organ player, with a lute player, or ga 
p 
mirror. The subject had, obviously, a gre 








vogue. 
Thus during the period from about 1530 to 155; 





Titian turned out a 
any pictures, pictures that often showed off his technical bravura 
an anything else. Portraits are apt to be cold and official, such as 
those of the Duke and Duchess of Urbino in the Uffizi or that of Alfonso 
d'Este in the Metropolitan. There are, of course, many notable exceptions, 
such as La Bella in the Pitti in Florence or the remarkable portr 





great 





it in the 
same gallery of the so-called “Young Englishman,” a worthy follower of the 





Man with the Glove. In this latter portrait Titian again uses with great effect 
the simplest of designs, repeating the slightly off-center oval of the face in the 
increasingly larger ovals of the gold chain and of the shoulders, arms, and 
of the subject. 
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With Titian and his contemporary Venetian painters the scale of por- 
traits increased considerably as compared with Florentine portraits of the 
fifteenth century or even those of Leonardo and Raphael. The half-length, 
three-quarter length, and even full-length portraits became popular with Ve- 
netian painters, Backgrounds became dark and neutral, and details gave way 
to characterizations. This increase in size is something the reader should be 
aware of. 

Many attempts had been made to get Titian to Rome, but he held back, 
Finally at the urging of Pope Paul IIT he went south in 1543, only to find 
the pope at Naples. There he painted two portraits of the pontiff, now in 
the Capodimonte Museum in Naples, which, if nothing else had survived, 
would establish Titian as one of the greatest of portrait painters, In the one 
of the pope seated alone [26.9], the keen, nervous intensity and vitality of the 
aged sitter are manifested not only in the face and remarkable hands but by 
the fluidity of the brush strokes and by the shimmer of the purple velvets—the 
lively purple of the cope, and the faded, worn material on the arm of the chair, 
In another portrait of Paul IIL accompanied by his two nephews, the Car- 
dinal Farnese and Ottaviano Farnese, Titian cleverly records the taut psy- 
chological situation existing between the pope and his younger nephew 
Ottaviano, who had been plotting against his uncle, The placid figu 
the cardinal at the left is in sharp contrast to the foxy pope looking as 
though he were about to spring and to the obsequious young scoundrel at- 
tempting to deceive his uncle with flattery, 

To this period too belong two portraits of his great friend and abettor 
Pietro Aretino, the famous “poison pen” of the High Renaissance, before 
whose blackmailing utterances many of the great personalities of the period 
shrank in fear, and who had sent one of these scurrilous letters to Michel- 
angelo, as we have seen. Of the two portraits, the one in the Uffizi perhaps 
best reflects the intelligence of the man, but the one in the Frick Collection 
in New York gives a wonderful impression of the misture of this intelli- 
gence (reflected in the high-domed forehead) with the physical grossness of 
the man, his sensual lips, his Silenus-like eyes, The very heavy gold chain 
about his neck adds to this effect of grossness. 

Two rather large-sized religious pictures by Titian date from this 1534- 
1545 périod. The Presentation of the Virgin [26.10] in the Accademia at 
Venice, displays Titian's technical proficiencies no end. He still uses the asym- 
metrical composition of mass versus void. But, in contrast to the Bacchus 
and Ariadne [26.7], he places the crowd against the void and has the tiny 
Virgin silhouetted in blue against a golden-yellow halo and against the col- 
onnade of the temple, the steps of which she is ascending. The rise of the 
steps and the rhythm of the columns in perspective move the eye of the 
spectator and the little figure of the Virgin forward to the right and up to 
the stair landing, where the high priest awaits her. The remarkable figure 
of the woman with a basket of eggs squatting on the ground beside the 
stair platform both acts as a link between the figures on the left and those 









































26.10, Trrıan: Presentati 
Accademia, Venice (Alinari) 





of the Virgin (1534-1538). Canvas, 13610” x 309%". 





on the right and furnishes a counterrhythm toward the left in opposition 
to the major movement toward the thus preparing the spectator for 
the position of the high priest at the head of the s 

The Christ before Pilate, or “Ecce Homo," in the Kunsthistorisches Mu: 
seum at Vienna, is a more bold and dyn 














positional problem. ‘The center of subject interest, Christ and Pilate, is set 
far to the left at the top of the stairs. But the eye of the spectator is caught 
by the opening with the blue sky and is drawn toward the right. In front 
of this space opening Titian has placed the figure of a young girl in white, 
flanked at the right by a high priest in a brilliant red robe, The colors of 
these figures as well as the space opening in the composition continually 
draws the attention to the right, although the gestures of the figures mov- 
ing from right to left on the stairs and the attitude of the soldiers below 
the figure of Christ are in their turn directing all attention to the main fig 
ures at the left, By these means Titian keeps the eye swinging across and 
back the picture in pendulum fashion and establishes a sense of balance in 
asymmetrical design. 

ples, Titian had also undertaken to 
Farnese, It was the pictu 























what is essentially 
While 
for one of the 





t a pagan su 
* of Danaé [26.11] relaxed a 
the pillows at the right and receivin in a shower of gold from heaven 
Cupid exits to the right, feeling himself a supernumerary. It is one of Ti- 
tian’s most beautifully rendered nudes, and apparently became sufficiently 
famous for him to receive commissions to repeat the theme. One of these 
repetitions was once in the collection of the Estes at Ferrara. A variation 
in which an old maidservant replaces the Cupid was painted later for the 
Hapsburgs and is now in the Prado at Madrid. Another is in the Hermitage 
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26.11. Trrias: Danad (e. 1545). Canvas, 479 x 67. Capodimonte 
Museum, Naples (Anderson) 


at Leningrad. The Naples Danaé was one of the pictures taken from the 
deposit at Montecassino during World War II by the Herma Di 
vision and sent, together with other objects, to the Feldmarschall as a birth 
day present, It was later sent to the famous salt t AltAussee in 
Austria for safekeeping and recovered there by American troops. It is now 
back in Naples in the Capodimonte Museum. 

Tit 
for his services but foreign grandees as well, even imperial fai 


Goer 




















fame was such that not only the Italian dukes and princes vied 
los, The 





expressive portraits of Francis I of France in the Louvre, and of tl 
of Saxony, at Vie 
had sought Titian 









were done at this time, The Hapsburgs apparently 


rly as the mid. 





530, but it was not until | 
1540's and in the 1550% that the artist finally undertook to paint portraits 
of Charles V and his son Philip II. He portrayed Charles in armor on horse 


in the 








back, as at the Battle of Mühlberg (Prado), in hunting costume with his 
great dog (Prado), and seated and dressed in black velvet (Munich). He 
painted an official full-length portrait of Philip Il that was to be sent to 
England to the Princess Mary, later Mary I, whose hand was sought for 
Philip. All these royal portraits became models for later portrait painters, 
such as Velásquez, other Spanish court painters, Rube 1 van Dyck. 
During the last twenty to twenty-five years of his life, Titian's tech- 
nique became ev 














broader and looser, his color more to 
atic than ever. A series of mythological scenes he painted 
for Philip II in the 1550's and early 1560's show the contrast between this 








of light more di 
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26.12. 


N: The Rape of Europa (c. 1559-1562). Canvas, 70" x 8014”. Isabella 
Stewart 


'dner Museum, Boston 





later style and that in the 





5205 and 1530s. The spectator is made so much 
more conscious of the brush stroke that conveys such vibrant vitality to the 
figures and to the composition, Among the mythological pictures painted for 
Philip are the Venus and Adonis in the Bache collection of the Metropolitan 

Diana and Actaeon in the collection at Bridgewater House, 
and the mi t Rape of Europa [26.12] in the Isabella Stewart 
Gardner Museum, Boston-remarkable performances for a man in his late 
seventies and early eighties. The popular Venus punishing Cupid, in the 
Borghese Gallery in Rome, belongs to this late period. 

In his religious pictures at this time, Titian considerably heightened the 
dramatic content of the theme chosen by his use of bursts of light, made 
so effective by his particular technique that we shall discuss shortly. That 
is why his third version of the Entombment of Christ [26.13], in the Prado, 
while retaining the pathos of the earlier one in the Louvre [26.14] as well 
as the slow torsion in the composition, is stepped up dramatically by the 
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2645. Tris: Transfguration (e. 1860). Canvas, 96%” x 1164 


San Salvatore 
Venice (Alinari) 


knobs of glowing color throughout. The same is true of the Crowning of 
‘Thorns in Munich as against the earlier version in the Louvre. The flaming 

lelabrum in the upper right of the picture shed its sir 
the staves, arms, 





ter gleams on 
1 faces of Christs tormentors and on His own pathetic 
acceptance of the torture and indignity He suffers, In the C 
the Prado, the light is even 
of Christ's struggle with H 








semane 
ed to accentuate the bitterness 
the Transfiguration, in the church 

burst surrounds the glor- 
tes to blind the three who 





more concentri 
pself. And 
of San Salvatore in Venice [26 





a veritable su 
ified body of Christ from whom the light em 
had followed Him to the r 
The last picture Titian painted was a Pietà [26.16] that was to be pla 
over his tomb in the Frari in Venice. It is now in the Accademia. Unfinished 
at the time of his death, it was completed by Palma Giovane. But in it is 
all the dramatic vitality of Titian's last period. A greeni 
vades the whole with the contrasts in the black-green of the shadows and 
the gleaming gold of the mosaic apse, The effect of the Moses and of the 
Sibyl © on their lion-faced pedestals flanking the pedimented to left 
right and of the putto with flaming torch at the right give a theatrical 
* The Hellespontine Sibyl 

















h-golden glow per. 
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almost baroque setting to the main group of the Piet’. The Magdalen's emo- 
tional outburst links her with this setting but at the same time throws into 
contrast the stillness of the body of the dead Christ, the quiet grief of the 
mature Virgin, and the solicitous adoration of the kneeling old man who 
might be traditionally identified as Joseph of Arimathea but who actually is 
Titian himself, 

The remarkable self-portrait [26.17] in the Prado, Madrid, executed when 
Titian was ninety years or more old, reflects the extraordinary vitality both 
physical and intellectual and the clear eye that he still possessed at that ad- 
vanced age. Once more he achieves a masterly result with the simplest com- 
positional accents. At the age of ninety-nine he was finally carried off by 
the pest that some sixty-six years earlier had put an end to the promising 
career of his friend Giorgione, 


The Forerunner of Modern Painting 


Throughout this long lifetime Titian produced, as one might imagine, a great 
number of pictures and had a workshop that turned out a great many more, 
Of much that has not survived we have knowledge either from accounts or 
from prints and copies. His influence on later painters throughout Europe 
was tremendous, and in his work we can find the seeds of many later tech- 
nical developments in painting, for Titian, more than any other Italian painter 
prior to his time, gave his chief attention to problems that were basically 
painters’ problems. The central Italian painters, for example, were so com- 
pletely tied up with the ideas of the human form that they gave most of 
their attention to the three-dimensional establishment of that form. That is 
what gives their painting primarily a sculpturesque quality, as we saw in 
the climax of this type of painting in the work of Michelangelo, But Titian, 
as a Venetian, was more interested in color, its harmonies, and in the tex- 
ture of things, whether hair, flesh, velvets, satins, the sky, and nature, and 
how to achieve these textures by his colors and his medium. That is why 
Michelangelo unjustly accused the Venetians of not being able to draw. They 
were interested in the lush qualities of the material world and were not held 
down by the Classical obsession for the beauty of the human form to the 
exclusion of other beauties. 

Titian, for instance, finding the technical methods current at his time 
inadequate to achieve the subtle differences in the textures of materials, be- 
gan to develop the use of impasto in such a way that he could control the 
amount and quality of light more easily and so procure the effect he was 
after. By the earlier method a monochrome underpainting in tempera would 
be glazed over with a transparent varnish in which color was suspended, 
resulting in an effect very much like that of a colored piece of mica held 
over a charcoal drawing. But the successive glazings needed to give depth 
to the color would diminish the contrasts between light and shade. With 
Titian's new method, an opaque white medium (the impasto) could be in- 
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serted between any of a series of transparent color glazes, making possible 
the building up of various gradations of shades and lights if necessary be- 
tween the shadow and the highlight. And so by controlling the light Titian 
was able to create the differences in texture between velvet, satin, wool, or 
the human skin. The most subtle of these textures, of course, is that of the 
human body with many small muscles rippling beneath the skin. Hereto- 
fore that texture had never actually been achieved in paint. Most painted 
nude forms had looked like stone or marble, But Titian caught the vibrant 
live quality of the human form by painting its subtly dimpled surface—some- 
thing that could be done only by his new impasto technique, He was also 
aware that the contrast of warm colors with cool ones give an effect of 
depth. So, if you examine a Titian body surface, you will notice it covered 
with patches ‘of opaque white impasto glazed over with yellow and pink 
tones (which represent the highlights of the dimpled skin) set alongside 
transparent gray, blue, or greenish glazes placed over the shadows of the 
underpainting (representing the hollows of the dimples). 

In his earlier period, Titian's use of impasto on drapery and the human 
form gave the surface of the paint a somewhat granular appearance, for 
example in the details of the Assumption [26.5] or the Pesaro Madonna 
[26.6]. As time went on his use of impasto became looser and more fluid 
in effect, giving an impressionistic effect, calling attention to the brush strokes 
(the Danaé [26,11] or the small Virgin in the Presentation [26.10]). In his 
late period Titian seems practically to have modeled with the impasto, put- 
ting it on thick, and to have painted solely with it. It is then that he achieved 
those extraordinary results of dramatic lighting. How boldly he modeled with 
the impasto can be seen in the details of the head of Christ in his last pic- 
ture, the Pietà [26.16]. It seems almost as though it were done impression- 
istically in clay, Tintoretto, as we shall see, was to develop the fluid use of 
impasto to a high degree, It was this technique that was the forerunner of 
later and more modern “brushwork,” and it was the medium of impasto that 
became the “ancestor” of our tube paints. 

Tt was natural for the Venetian painters, with their interest in textures 
and the beauties of nature, to give special attention to color. But color in 
Italian painting was never used naturalistically, as for instance Vermeer or 
other color realists might use it. Ever since the medieval period with its 
stained glass, its enamels, and illuminated manuscripts, color was used in 
an abstraet manner to give esthetic pleasure or to express emotion, This 
carried over into fifteenth-century painting in Italy, but Piero della Fran- 
cesca was the only artist who really paid much attention to color as it is in. 
nature, and even he generalized his observations into an almost set palette 
of black and white, warm and cool grays, and warm and cool intensities. 
Some painters began to experiment with color harmonies—that is, to use the 
triads of blue, red, yellow and orange, green, violet. Mantegna, in the Ere- 
mitani frescoes, now destroyed, emphasized the so-called “minor triad” of 
orange, green, violet, In one of the frescoes, the Beheading of St. James 
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[234], each of the three figures on the bridge in the middle distance was 
painted in one of these colors. 

It was this problem of color harmony that the Venetians attacked, Ti- 
tian in particular, Almost always he uses the major triad of blue, red, yellow 
but with these variations: the red is most usually his favorite pink or crim- 
son lake; the yellow may be the hair or areas of ivory complexion or body 
color, and often an area of white replaces or accompanies these. For exam- 
ple, in the Tribute Money, in Dresden, the most prominent colors are the 
red, blue, and white color blocks set alongside each other, In the Feast of 
Venus in the Prado, three colored cloths of red, blue, and white are placed 
on the ground in the middle foreground, as if to make the spectator aware 
of the color scheme of the picture; then the whole picture is built up on 
these colors broken into small bits to heighten the effect of the activity of 
the putti and the bacchante. Here again the ivory body color of the small 
figures is really the third color. The green of the background in most Ti- 
tians, being much reduced in intensity in comparison to the major colors, 
functions really as a neutral color against which the others are thrown. We 
see the same combination in the Sacred and Profane Love [26.3]. In the 
Assumption of the Virgin [265], in addition to the use of the major triad 
of blue, red, yellow, Titian employs a triangle of reds to help hold together 
the two levels in the huge canvas: the figure of the Virgin above, and the 
two figures to right and left in the lower level. The red of the figure to the 
right is very warm and a bit toward a vermilion when compared to the 
cooler, more bluish erimson-pink of the Virgin and of the figure below to 
the left. In the Presentation of the Virgin [26.10], Titian demonstrates the 
effectiveness of the use of complementary colors by painting the main figure 
—that of the tiny Virgin ascending the steps of the temple-in a brilliant 
light blue set against the orange-yellow of the aureole surrounding her. We 
have already pointed out how he used blue, white, and red in the "Ecco 
Homo" at Vienna to keep the eye moving to right and left in that picture, 
But in addition to the major triad, he has orange, green, and violet in this 
picture, as though he were experimenting with the problem of using the 
colors of both triads together and still achieving a harmony, as Matisse did 
in modern times. In this picture, too, the red of the high priests robe is al 
most a strong Flemish red, The green and orange on the garments of the 
soldier to the left below Christ are mixed tones, the orange really being a 
beautiful peach color, The use of the minor triad by itself is rather rare with 
‘Titian, but in the portrait of La Bella in the Pitti at Florence the velvets of 
the lady’s dress are green and violet, and her hair and the chain about her 
neck are auburn and gold. In his last period Titian often avoided the prob- 
lems arising from the use of too many colors by painting tonally. That is, 
for example, a purplish tone pervades the Education of Cupid in the Bor- 
ghese at Rome and the Venus at the Mirror in the National Gallery in Wash- 
ington, and a greenish-gold tone the Pietà [26.16]. Within the tone the vari- 
ous triads still emerge, but the harmony is secured primarily by the tone, 
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Thus Titian anticipates the solution of color problems that were taken 
up in the seventeenth century by Rubens, who more self-consciously worked 
in color harmonies, or by Hals and Rembrandt, who in their later periods 
appreciated the value of tonal painting. A remarkable anticipation by Titian 
of nineteenth-century divisionism or impressionism is found in the picture of 
Mary Magdalen in Leningrad. To give more life to the highlight on the vase 
of ointment at the left Titian painted, in addition to the white, a series of 
broken colors. 
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LTHOUGH they were born about a half-century after Titian, two 
other giants in painting, contemporaries of Titian's later years, made their 
appearance in Venetian art, 


Tintoretto 


Second in importance only to Titian as a painter of sixteenth-century Ven- 
ice was Jacopo Robusti (1518-1594), better known as Tintoretto. His father 
was a “tintor" or dyer of woolen cloth, hence the diminutive form of the 
word applied to the son. According to tradition, Tintoretto's two heroes in 
the field of painting were Michelangelo and Titian, He is said to have placed 
a sign over his studio door which read “The drawing of Michelangelo and 
the color of Titian.” That he was a fast worker is patent in his paintings and 
also in the appellation "il furioso." His dynamic brushwork must have been 
startling to his contemporaries and apparently was looked at askance, be- 
cause at first he had difficulty in securing commissions, 

Venice happened to have, however, a poor ecclesiastical community, 
Santa Maria dell’ Orto, whose church was in serious need of repair and 
decoration, Tintoretto offered to furnish some of the latter, This comprised 
two huge paintings for the entrance into the sanctuary, the Children of 
Israel worshiping the Golden Calf [27.1] and the Last Judgment, In these 
paintings we sense at once the fiery temperament of the artist, All the dra- 
matic elements inherent in the subjects are heightened by his swinging brush- 
strokes and by the lightning-and-thunderlike treatment of the lights and 
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27.1. Tisronerro: Wor- 
ship of the Golden Calf (c. 
1561). Canvas, 50” high 
Santa Mara dell Orto, 
Venice (A 








shades, Tintoretto took Titian's impasto and swirled it about his canvases 
almost in the manner of the modern technique of direct brushwork. In the 
Last Judgment in particular, we note his use of int 
impetus to the move 





secting curves to give 
jent and to the emotion. These intersecting curves were 
to appear over and over again in his later compositions. 

In a third picture in Santa Mari. 
Virgin in the Temple [27.2], Tintoretto displays his ability as an innovator 
in iconography. The more usual design for this subject, as we found it from 
Giotto through Titian, was to have the young Virgin climbing the steps to 











dell’ Orto, the Presentation of the 








the temple in a movement that is parallel to the picture plane. Tintoretto 
has the moveme 
shall see other 
ligious scenes.) 
--1548 Tintoretto was commissioned by the School of St. Mark 





le to the picture plane. (We 





to the picture at an 





ves of his revision of traditional interpretations of re- 





t a series of scenes from the life of Venice's patron saint. The first 
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27.2. TINTONETTO: 





he Virgin (c 
x 189H^. Santa María dell’ Orto, Veni 





Alinari 


of these [27.3], in which St. Mark catapults from heaven to smash miracu 
lously the hammer in the h 
patch a Christian slave 





ids of the executioner who was about to dis 
was at first rejected by the mem! 
Later they took it back (it is now ín the 





rs of the School. 
Accademia) and ordered threc 
t the Rescue by St. Mark of a 
Here again the use of the in- 
mid-air and e 


more canvases. One of these has for its subj 
Saracen from shipwreck (in the Accademia 
tersecting curves suspends the saint i 

ent of the storm-tossed bark. In the second picture, the Finding of St 
Marks Body [27.4], painted between 1562 and 1566, now in the Brera in 
Milan, Tintoretto by means of the receding arches of the tunnel vault of 
the church and the strong light at the far end creates 





hasizes the move: 








a sense of vast diag: 
onal space and emphasizes once more the excitement of the event in which 


a corpse is revived by the presence of the body of the saint. No less excit 


ing is the scene of the transport of the body of St. Mark from the city of 
Alexandria during a thunderstorm (in the 


In the Adam and Eve and in the Ca 
in Venice 





Accademia 
n and Abel, now in the Accademia 
furnishes examples of his interest in Michelangelesque 





intore 








508 - NONTHERN ITALY 





27,5. Tiyromerro; Cana Wedding (1561). Canvas, 192" x asa". Santa María della 
Salute, Venice (Alinari) 





nudes in contraposto, The movement and the color, however, are more in ac 
cord with the Venetian tradition and Tintoretto own development than with 
Michelangelo's 

An ext y accomplishment, foreshadowing his later Last Supper 
in San Giorgio Maggiore, is the Cana Wedding [27.5] in Santa Maria della 
Salute, Once we h ke perspective noted in the Finding 
of St, Mark's Body. But here the entire area from foreground to background 
is filled with figures and the focal center of the episode, CI 
middle dis end of a lon 





ordin 














ist, is set in the 
table. Much still-life material is at hand 
in the amphorae, the tableware, and the chandeliers 

In 1560 a competition was held for the decoration of the School of San 
Rocco in which a number of artists took part, Tintoretto forestalled the others 
by secretly mounting his contribution in the ceiling of the ref 
at the appointed 














tory and then 
having it unveiled in place—much to the s 
discomfiture of the other artists. Having thus won the competi 
busy with the project for the next twent 
were the spaces between the windows 





prise and 
n, he was 
us. The areas to be decorated 
ground-floor chapel (1583- 
1587), the stairway, and the ceilings and the wallspaces of the refectory 
(1564-1566) and of the ballroom or grand hall (1576-15 
floor. 
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The ground-floor paintings consist of events in the early life of Christ: 
the Annunciation [27.6], the Adoration of the Magi, the Flight into Egypt, 
and the Massacre of the Innocents. In addition there are two paintings op- 
posite each other and flanking the altar: St. Mary Magdalen [27.7] and St. 
Mary of Egypt, each in the wilderness, Both paintings are quite remark- 
able, with the palms of the wilderness appearing to be painted with phos- 
phorescent paint. The Annunciation scene is most dramatically represented 
and in an unorthodox manner: the Angel Gabriel flies into the Virgin's pres- 
ence over a ruined wall, with startling effect, The Flight into Egypt is much 
more idyllic and gives the effect almost of a tapestry. 

For the stairway, Tintoretto paínted the Visitation that is now on the 
platform in the great hall on the second floor. 

The refectory, at the left end of the second floor, was the earliest area 
to be decorated in the School, Over the entire width of the end wall Tinto- 
retto painted the Crucifixion, an almost overpowering composition. A very 
athletic Christ on the central cross dominates the scene [27.8]. There are 
many fine details in the composition-the lad tugging at the rope that steadies 
Christ's cross, the group of the Virgin and John at the foot of the cross, the 
horsemen charging off at the left. The scene not only creates the atmosphere. 
of the confusion that must have been present in the historical event but also 
brings out the significance of the Crucifixion as a religious experience. 

On the opposite wall, to right and left of the doorway leading into the 
great hall, are Christ before Pilate and the Carrying of the Cross [27:9]. 
In the former Tintoretto sets off the incandescent Christ by placing Him 
somewhat back toward the middle distance; in the latter he emphasizes the 
cross by repeats not only in the shape of the other erosses but also in the 
diagonal lines of the road leading to Calvary, reminiscent of Piero della 
Francesca's Hiding of the Wood [116] im San Francesco at Arezzo. The 
strain of lugging the cross up the hill and the resulting weariness is power- 
fully rendered, 

In the great hall both ceiling and side walls are decorated with many 
scenes from the Old and New Testaments, It would be of no avail here to 
describe them all, but we must mention the remarkable scene of Moses 
striking the Rock in which the water spurts like phosphorescent fire to 
quench the thirst of the Israelites in the desert. And certainly the scene of 
Christ's prayer in Gethsemane [27.10] is one of Tintoretto's masterpieces: 
the agony of Christ as he leans toward the angel offering the bitter cup, 
the group of drowsy apostles, and the ghostly procession approaching in the 
distance with staves and torches to arrest the Christ. From this, El Greco 
took his inspiration for the various versions of that scene he painted. After 
a visit to these paintings no one can leave the School of San Rocco without 
the impression of having lived through an unforgettable emotional experi- 
ence. 

In the years of 1577-1578 we find Tintoretto busy with decorations for 
the Doge's Palace in Venice. It was here that he painted those delightful 
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27.11. Tisronerto: Ori- 
gin of the Milky W: 
(1477-1478). Canvas 
x 65%". National Gallery, 
London (Anderson) 











allegories and subjects from ancient mythology, such as the Triumph of 
Ve Bacchus and Ariadne, the Origin of the Milky Way [27.11] 
the last of which is now in the National Gallery in London. 

Never tiring of innovation, Tintoretto painted a number of remarkable 
in his later years. The St. George and the Dragon, now in the Na- 
mal Gallery, London, is one example. Here he reverses the usual arrange- 
ment of thís theme and relegates St. George to the background, while the 
startled princess, attired in a gleaming ensemble of deep pink and steel-blue 
satin, rushes into the foreground of the picture. Another variant from the 
usual is the Crucifixion [27.12] in San Cassiano, Venice, In this picture the 
three crosses are set in a diagonal perspective on the right side. Two figures 
climb a ladder leaning against Christ's cross to nail to the top the placard 
with the LN.R.L At the bottom of the picture Mary and John are huddled 
at the foot of the cross, while across the middle distance and parallel to 
the picture plane is a row of lances held by a group of half-hidden soldiers. 
This is a picture Velisquez must have seen on his visit to It: and it must 
have given him the idea of using the lances in his Surrender of Breda. 

‘Two very exciting late pieces are the Martyrdom of St. Catherine [27.13] 
and the Dream of St. Mark, both in the Accademia in Venice. The former 
is composed of a series of broken angles and shafts of light, giving the whole 
an extremely dramatic effect. The Dream of St. Mark is another breath-taker. 
The light behind the Saviour in the sky bursts like a skyrocket above the 
bark in which St. Mark lies drea ning, and flashes fitfully over the figures 
of the saint and his companions in the boat. The deep red of the robe of 
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27,3 (below). Tisromerro: Martyrdom of St. Catherine (c. 1584). Canvas, 
63" x 89/4". Accademia, Venice (Fiorentini) 








37.14. Tisronerro: Last Supper (1594), Canvas, 143%" x 224°, San Giorgio Mag: 
giore, Venice (Anderson) 





re on the left, the gray-blue of St. Mark, and the mustard-yellow 
on the other figures in the foreground make a startling contrast with the 
silver-gray of the background.* 
The Last Supper [27.14] in San Giorgio Maggiore in Venice is the high 
moment in Tintoretto' use of dramatic lighting. The scene is set as though 
king place ín a murky cavern, Light flashes from the lamp sus- 
pended from the ceiling at the left. But this is almost dimmed by the stro 
light emanating from the head and being of Christ as He stands at t 
per end of the table, set at an angle to the picture plane, and distrib 
the bread and wine to His disciples. The head of each disciple is surrounded 
by a lesser gleam of light in place of the conventional halo, The ghostly 
outlines of attending angels appear in the air to the right of Christ. Serv- 
ants are busy in the foreground preparing the de 













ils of the supper, and 
retto has chosen to 
represent the moment in the Last Supper when Christ instituted the sacr 
ment of the partaking of bread and wine—that is, when He was saying "This 
is My Body,” “This is My Blood,” "Do this in remembrance of Me.” It is 
not the moment usually shown in earlier Italian paintings of the Last Sup- 
per of which that by Leonardo da Vinci [19.10] is the most famous, the 
moment when Christ announces (or has announced) that one of the twelve. 


dishes, glasses, and utensils gleam on the table, 7 














* Tintoretto may have been assisted in this picture by his son Domenico. 
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37.15. Tıvronerro: Portrait of ] 
copo Sansovino (1368). Canv 
agi" x age". Uffizi, Florence (Al 
nari) 





will betray Him, This stress 
per became common in the 
zantine use of the theme, The Counterreformation probably also had so 
thing to do with the stressing of the sacramental phase of the Supper, pw 
ticularly as the Protestants were denying the literal in on of Christ's 





ing of the sacramental element in the Last Sup- 
oque period and is a throwback to the By 
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words. 

Tintoretto's last great decorative undertaking was the painting of the 
Coronation of the Virgin for the audience chamber of the Doge's Palace, It 
occupies the entire width of the wall at the end of the chamber. Christ and 
the Virgin are placed in the center of a host of saints and angels. Each w 
phosphorescent halo, so that the effect of the whole with the curvilinear 
groupings of the fi 
of glowworms. 















res about the central pair is that of a throbbing m 





his portraits, too, Tintoretto 





ses knobs of light to emphasize the 
This is to be seen 





re of the heads as well as to accent the desi 
in the portrait of his friend the architect Jacopo Sansovino [27.15], in the 
Uffizi, and in his self-portrait, now in the Louvre. This technique also ap 
pears in a number of his drawings that are quite unorthodox according to 
more traditional usage. In these, instead of lines, Tintoretto uses blobs of 
light and dark wash or impasto to indicate only the essentials of form and 
of the distribution of light and shade. Small wonder t 
have expelled Tintoretto as a pupil from his studio because he was unable 
to draw. 


struct 




















Together with Titian, then, Tintoretto takes his place at the top of the list 
of sixteenth-century Venetian painters. In evaluating the two, we can say 
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that Tintoretto captures the imagination with his dynamic compositions and 
his dramatic effects of spotlighting and movement. He is breath-taking, Ti- 
tian reflects and records the various facets of human experience, the healthy 
voluptuousness and joy in the material beauties of this existence as well as 
the deeply felt values of religious experience. The interpretation of character 
in Titian's portraits is also an outstanding performance. 


Paolo Veronese 


The third Venetian giant of the sixteenth century is the man, born in the 
city of Verona and baptized Paolo Cagliari, who most generally is known 
as Paolo Veronese (1525-1558). Coming to Venice at the age of twenty- 
seven, he quickly became an active member of the painting community. 

Veronese was fascinated by the luxurious life and the pageantry of 
Venice, and although he painted religious and mythological subject matter, 
he preferred to set these in contemporary villas and palaces. Consequently 
Veronese chose New Testament episodes in which a feast is taking place, 
such as the Feast in the House of Simon [27.18] or of Levi or the Cana 
Wedding [27.16]. Many of these are huge canvases, painted for the refec- 
tory of some wealthy monastery. Christ in the House of Levi, which now 
hangs in the Accademia in Venice, is a prime example of Veroneses love 
of display and splendor. A long table stretches across the open loggia of a 
magnificent Renaissance palazzo with a view of other buildings similar to a 
view we might have on the Grand Canal in Venice. The tablecloth is a fine 
damask; the dishes and utensils are costly. Major domos, servants, dwarfs, 
and dogs make up the ménage to serve and give pleasure to the guests at 
the table, of whom Christ is the central one. The Cana Wedding [27.16], 
now in the Louvre, is an even more elaborate feast. Again the open loggia, 
the table laden with food and expensive dishes, and servants everywhere to 
attend to the wants and wishes of the guests. Christ, although centrally 
placed, is practically lost in the crowd present at the banquet. Of greater 
interest is the trio of musicians placed in front of Christ's table—Titian, 
Tintoretto, and Veronese himself furnish the music! 

Even when the New Testament episode calls for a simple setting, such 
as the Supper at Emmaus [27.17], Veronese has it take place, in his pic- 
ture in the Louvre, in a Venetian patrician's home with all the well-fed and 
well-dressed members of the family standing about so that Christ and the 
two ragged travelers are almost hidden from view. Never has the lavish- 
ness of Venice and its luxury-loving population been on such parade as in 
Veronese's pictures. Whether the scene is that of the Finding of Moses or 
the Rape of Europa, the female participants in the scene are clad in rich 
brocades and bedecked with pearls and other precious jewels. 

Veronese had a wonderful sense of color and decoration that lent ele- 
gance to what otherwise might have seemed vulgar display, Pinks, light 
greens, orchid shades, lemon-yellows and light blues, all of them half shades 














27:18 (above). Paoro Venonese: Feast in the Howse of Simon (1573). Canvas, 
179° x 38414". Louvre, P 





o, París (Alinari) 
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27-20. PaoLo Venonese; Portrait of 
Lucia Thiene and daughter Porzia 
(c. 1556). Canvas, 81" x 471". The 
Walters Art Gallery, Baltimore 
(Courtesy of The Walters Art Gal- 
Jery, Baltimore) 








of the more usual solid colors, make his canvases scintillate. In his later pe- 
riod too he anticipated what Giovanni Battista Tiepolo and the rococo artists 
were to emphasize-that is, he used the irregular shapes and silhouettes of 
light, shade, and color to create an all-over pattern in the picture. This 
already apparent in the Feast in the House of Simon [27.18], in the Louv 
where the shapes of the light and darks of the curtains, of the putto's wings, 
of the columns and of the groups at the tables create a consciously deco- 
rative pattern, This is even more perceptible in the Marriage of St. Catherine 
in the church of that saint in Venice and reaches its fullest expression in 
the Martyrdom of St. George [27.19] in San Giorgio in Braida, Verona. 

With all his fine taste Veronese produced some very elegant portraits, 
such as that of Pasio Guarienti in his red and gold striped armor. This is 
in the Gallery at Verona, The portrait of Daniele Barbaro, în the Pitti Gi 
lery in Florence, wearing a fur-trimmed coat is another example, as is the 
appealing full-length portrait in the Walters Art Gallery in Baltimore of 
Lucia Thiene and her small daughter Porzia [27.20], the latter peeking out 
shyly from behind the folds of her mother's dress. 

For his mythological subject matter, Veronese chose primarily episodes 
in which the ancient goddesses were involved, Venus in particular, which 
gave him the opportunity of displaying the soft white bodies of Ve 














































Paoro Venoxese: Venice, Queen of the World (c. 1585) 
x, Venice (Alinari) 





s and Mars in the Metropolitan Museum in 





beauties-for example, the Ver 
New York. 

It was only natural that he would be employed by the State of 
to paint some of the ceiling decorations in the Doge's Palace, The 
as Queen of the World [27.21] with its rolling clouds and its huge twisted 
columns extending into the sky is almost a Baroque conception, but its py- 
ramidal composition is still well contained within the frame of the picture. 





‚nice 
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Appendix: Other Contemporary Venetian Painters 


There were, of course, many other Venetian painters of note in the sixteenth 
century whose works would have to be considered in a more extensive h 
tory of painting in Venice.® These are painters whose creations reflect the in- 
fluences of various of the great masters previously mentioned--that is, of the 
Vivarini, the Bellini, Giorgione, and Titian, Their names are familiar, and 
their works are to be found in many of the important galleries and private 
collections of Europe and America. We mention brielly a few of these artists, 

Cima da Conegliano (1459-1517) was a follower of Alvise Vivarini. His 
style at times was very close to that of Antonello da Messina and that of 
Giovanni Bellini. This is very evident when you compare his painting of 
St. Jerome in the Desert in the National Gallery in Washington with that 
of the same subject by Giovanni Bellini in the same gallery. 

Palma Vecchio (1480-1528) was another well-known and popular painter 
of sisteenth-century Venice. His style is related to that of Giovanni Bellini's 
later works, His female figures, however, are inclined to be more plump and 
have taffy-colored, blond hair of a cottony texture, Titian, at the time he 
was painting the Three Ages of Man and the Sacred and Profane Love, 
seems to have absorbed some of Palmas stylistic features. The heroic figure 
of St. Helena, the central feature of a handsome altarpiece in Santa Maria 
Formosa in Venice is one of Palma's best known works. One of his favorite 
subjects was the Sacred Conversation, an intimate group of the Madonna 
and Child with saints. 

Lorenzo Lotto (1480-1556) was a pupil of Alvise Vivarini and a fol- 
lower for a time of Giovanni Bellini. He was influenced by Giorgione and 
Titian, and even drew some inspiration from the works of Raphael, Exciting 
as a painter, his emotional tensions are often evident in restless or explosive 
compositions or in colors that at times are quite startling, He was also an 
excellent portraitist. 

Finally we mention Sebastiano del Piombo (c. 1485-1547), a remark- 
able and powerful paínter, Born in Venice and trained in the traditions of 
Giovanni Bellini, Cima da Conegliano, and Giorgione, he left his native city 
while still in his twenties to go to Rome. There he fell under the thrall of 
Michelangelo and stayed in the papal city until his death, His works all bear 
the mark of a sober and serious disposition. The Pietä in the Viterbo Mu- 
seum is a magnificent work full of tragic emotion, The athletic figure of 
Christ is stretehed rigidly horizontal at the feet of His equally athletic mother. 
squatting in anguish on the ground. The brooding, misty background through 
which the darkened sun peers like a sinister eye heightens the tragic effect 
of the painting. 




































* For these, see Berenson, Italian Pictures of the Renaissance. Venetian School, cited 
in bibliography on page 470. 
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The Painters of 


Ferrara 








EYOND the Appenines the court of the age-old Este family at Fer- 
rara was one of the most important centers of culture in Italy throughout 
the fifteenth and sixteenth centuries. At times during this period, the cities 
of Modena, Reggio, and Parma were also under the control of the Estes, 
Since the dukes and duchesses of Ferrara * were avid patrons of the arts, 
it is small wonder that the city of their residence became a center where 
the arts flourished, 

The earliest paintings of any note in Ferrara seem to have been done 
by foreign artists, but at the end of the fourteenth and at the beginning of 
the fifteenth centuries artists native to Ferrara made their appearance, Their 
Madonnas in calligraphic drapery, seated on cushions in the midst of flowery 
meadows recall the International Style of Gentile da Fabriano, Indeed two 
other Internationalists, Pisanello and Jacopo Bellini, left evidences of their 
work at Ferrara: Pisanello, the St. Jerome now in the National Gallery in 





* Nicholas IM (1384-1441) was the first of the distinguished fifteenth-century 
Estes. He was succeeded, each in his turn, by the three brothers: Lionello (1404-1450), 
Borso (1419-1471), and Ercole 1 (1431-1505). Three of Ercole's children were disin- 
guished personalities: Alfonso 1 (1480-1534) was married to Lucrezia Borgia and 
succeeded his father; Isabella, Alfonso's sister, married Francesco Gonzaga, Duke of 
Mantua, and became a famous patroness of art; Beatrice, another sister became the 
wife of Ludovico Sforza, Duke of Milan, and was also renowned for her interest in and 
patronage of the arts. Ercole Il (1508-1559) succeeded his father Alfonso 1. His brother 
Ippolito, the cardinal, was responsible for the building of the famous Villa d'Este, at Tivoli 
with its garden Blled with foontains. (See D. R. Collin, The Villa d'Este at Ticoli, Princeton 
University Press, 1900) The direct line came to an end with Ercole It's son Alfonso IT 
(1533-1597), who was a patron of the poet Tasso. 
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London, and Jacopo Bellini, the Madonna with Lionello d'Este's portrait as 
donor, now in the Louvre, Paris. 

Other artists, however, soon left the imprint of their styles on the paint- 
ing of Ferrara, Among these were Mantegna, Squarcione, and Piero della 
Francesca. For example, a painter named Bono da Ferrara signed the fresco 
(now destroyed) of St. Christopher carrying the Christ child in the Ovetari 
chapel of the Eremitani at Padua. This was part of the decoration under 
the supervision of Mantegna and consequently reflects the Mantegna-Dona- 
tellesque style in its sculpturesque figure, its high distant landscape, its putti 
and fruit swags. A Madonna and Child by Bono is in the picture gallery at 
Budapest. 

"Two artists known by name only-Maccagnino and Galasso-have had 
certain works tentatively attributed to them. To the latter, the master of 
Cosimo Tura, for example, the beautiful personification of Autumn carrying 
the bunches of grapes-in the former Kaiser Friedrich Museum, Berlin-has 
been attributed [28.1]. In style it is closely related to Piero della Francesca 
although in the drapery and landscape there are also reminiscences of Man- 
tegna. 

"The Flemish master Roger van der Weyden apparently painted a por- 
trait of Lionello d'Este as well as an Adam and Eve and a Deposition of 
Christ for Lionello. Traces of his style are to be found in the head of a 
figure of Charity, in the Poldi Pezzoli Museum in Milan, painted by another 
unknown artist who belonged to the same group as Galasso and Tura. The 
type of the throne and the putti dancing around it, however, are in the Flor- 
entine-Paduan tradition, 

For our immediate purposes we need consider only the most outstand- 
ing of the Ferrarese painters of the fifteenth and sixteenth centuries. 

















Cosimo Tura 


It was during the short reign of Lionello d'Este, from 1441 to 1450, that 
Ferrara became a center of humanistic activity. Lionello himself was a person 
of exceptional culture, but the native Ferrarese painters do not seem to have 
risen to the rank of importance until the reign of Lionellos brother Borso 
d'Este, from 1450 to 1471, who was known as a wise and just ruler. Borso 
continued to encourage the arts at his court but was not the accomplished 
humanist that his brother had been. 

Foremost among the local paínters at this time was Cosimo Tura (c. 
1490-1495). He followed in the footsteps of Maccagnino and Galasso, whom 
we mentioned above, and his style reflects many of the elements found in 
the artists at work in Padua—Donatello, Squarcione, and Mantegna, The 
Primavera [28.2], in the National Gallery in London, is among the earliest 
of his works. It was a painting made for the studio of the Este palace of 
Belfiore between 1460 and 1463, where some of his elder contemporaries 
were also at work. Here his style is already well formulated: the figure in 





28.1 (left). Garaso(?): Autumn (c. 1460), Panel painting, 45” x 284" 
Kaiser Friedrich Museum (Hanfstaengl) 

28.a (right). Cosimo Tuna: Primavera (c, 1460-1463), Panel painting, 45” x a8W 
National Gallery, London (Anderson) 





slight contraposto, the head disproportionately large, the drapery falling in 
metallic folds resembling the style of Mantegna but with more voluminous 
U-shaped configurations oft repeated. C 
of a half dome at the top of the throne, and the crystal beads swinging in 
swaglike fashion above the head of the Primavera. Spiney and brittle is the 
effect of the sharp-toothed sea monsters that adorn the base and arms of the 
throne and form the arch at the top of it. The relation to Squarcione's studio 
and to the art of Crivelli is apparent here, and yet there is also a resemblan 
to the style of the Pollaiuoli in the general effect achieved by the goldsmith: 
like use of line and meticulous detail 

The most significant work by Tura that we will consider is the altar- 
piece painted for Lorenzo Roverella. It has since bi 
various sections 





aracteristic, too, is the shell in place 




























with the enthroned Madonna is in the National C 





28.3. Costuo Tuna: Pietà, from Roverella Altarpiece (0. 1473-1474). Panel painting, 
52° x 105°. Louvre, Paris (Alinari) 


Colonna in Rome. The lunette [28.3] formerly at the top of the altarpie 
above the Madonna is in the Louvre. Of the three roundels that remain of 
e Adoration of the Magi is in the Fogg 








the original seven in the predella, t 





Museum at Cambridge, Massachusetts, the Circumcision is in the Gardner 
Museum in Boston, and the Flight into Egypt is in the Metropolitan Mu 


seum in New York as part of the 








che bequest 

In the central panel of the Madonna the stylistic elements that we ob- 
served in the Primavera are again in evidence: the shell at the top of the 
Madonna's throne g; 





ded with crystals and jewels, the large heads of 


the figures and the U-shaped loops in the metallic drapery. Present also in 





other works by Tura and the Ferrarese painters of this period is the airi 
ness of the space behind the Madonna's throne. The lunette with the Pietà 
[28.3] in the Louvre is worth special attention because of the beauty of its 
rich colors of green, purple, and dark blue and the rhythm of the hands 
accenting the emotional content of the picture. 





The Schifanoia Palace Frescoes—| 





ancesco del Cossa 


In 1466, presumably, Borso d'Este undertook additions to the Schifano 
Palace in Ferrara, which were completed in 1470. One of the large new halls 
d the Hall of the Months because of its painted decorations. A 
series of painted pilasters divided the walls into vertical panels in each of 
which was represented, in the top band, an ancient deity drawn in triumph 
in a cart or chariot. In the central band was the si 












gn of the zodiac associ: 
ated with the respective month, and each sign was flanked by figures rep 
resenting the “decades” of each month. In the lowest band the equivalent 
of d 








Labors of the Months as they appeared in medieval manuscripts and 
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portal sculptures were represented but brought more up to date for the 
fifteenth century. In these scenes of the Labors, Borso d'Este appeared re- 
peatedly as hunting or dispensing justice while accompanied by his favorites 
at court, These twelve panels were distributed around the walls of the hall 
as follows: two on the south wall (January, February), three on the east 
wall (March, April, May), four on the north wall (June, July, August, Sep- 
tember), and three on the west wall (October, November, December). At 
the end of the sixteenth century the palace passed out of the hands of the 
Este family, was owned in succession by three other families, and ended up 
as a tobacco factory and granary, during which time the walls of the Hall 
of the Months were covered with whitewash. When in time all the white- 
wash was removed, only the frescoes on the north and east walls were in 
a condition to be salvaged. Between 1950 and 1954 the cleaning and res- 
toration of these frescoes was sponsored by various local bodies in Ferrara 
and carried out by Professor Arturo Raffaldini. 

That Cosimo Tura had had some hand în these fresco decorations in 
the fifteenth century was more or less assumed by various nineteenth-cen- 
tury writers, but the general present-day consensus holds that what still re- 
mains on the walls is the work primarily of Francesco del Cossa, Ercole de’ 
Roberti, and some anonymous artist. Indeed, there has been unearthed a 
letter written by Cossa (c. 1435-6. 1477) to Borso d'Este reading in part: 


And I humbly beg to remind Your Lordship that I am Francesco del 
Cossa, the one who has painted all by himself the three panels by the en- 
trance [east wall], so that if Your Lordship should not want to give me more 
than ten bolognini del pede, although I were to lose forty or fifty ducats and 
although I live only by the work of my hands, 1 would be content and at 
peace; but as there are other circumstances attached I feel sorry and sad 
n my heart, especially when I consider that I, who have begun to win a 
name for myself, am treated on a par with the worst dauber in Ferrara, and 
that my having studied all the time, and my continuing to do not re 
ceive, this time, some consideration, especially from Your Lordship, outside 
what is reserved to those who do not practice such studies. 


As others have pointed out, Cossa is telling only part of the truth in 
claiming to have painted the three panels on the east wall with his own 
hand. The panels of March and April display the same hand, which is Cossa's, 
but the May panel is certainly by a weaker assistant so far as the style goes. 
Cossa's style, as one can see from the group of ladies around the loom in 
the upper row of the March panel [25.4] owes a good deal to Piero della 
Francesca. A comparison with the Queen of Sheba group in San Francesco 
at Arezzo is striking. Cossa's head types are very characteristic with the 
rather sharply receding domed forcheads, the projecting, almost horsey noses, 
the heavy-lidded eyes, and the short chins. The female figure at the left in 
the central band of the April panel [28.5] repeats this style so well. His heads 
are considerably smaller in proportion to the bodies than those of Tura, His 
use of drapery, too, varies from that of Tura in that it breaks into more 
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voluminous and metallic folds where it touches the body closely and omits 
the typical U-shaped forms so frequent in Tura. 

Other excellent examples of Cossa's drapery style are to be found in 
the SS. Petronius and John the Baptist flanking the Madonna in the altar- 
piece made for the Palazzo della Mercanzia in Bologna, now in the picture 
gallery of that city. To these we should also add the imposing figures of 
St. Peter and St. John the Baptist, both now în the Brera in Milan but for- 
merly parts of another altarpiece, made for San Petronio in Bologna. The 
vermilion robe of the Baptist is unusually effective as is also the simple fes- 
toon of crystals and corals behind the saint so frequently found in the works 
of the pupils of the Paduan Squarcione. 





Ercole de' Roberti 


An anonymous artist, presumably a follower of Cossa carried out the June 
panel and portions of the July and August panels. But in the central band 
of the July panel with the zodiae sign, in the lower two thirds of the August 
panel, and throughout the entire September panel [28.6] the hand of Ercole 
de’ Roberti (c. 1450-1496) is perceptible, This artist is perhaps the most 
accomplished of his time among the painters of Ferrara. We note the great 
vitality of his figures in these Schifanoia frescoes, for example, the Cyclops 
working at the forge of Vulcan [25.6] and the lightninglike crispness of his 
drapery folds, which distinguishes Ercole from the other artists at work here. 
These characteristics are also discernible in the panels depicting miracles of 
St. Vincent Ferrer in the Vatican Gallery. 

Two of his monumental Madonnas, one in the former Kaiser Friedrich 
Museum in Berlin [287] the other in the Brera in Milan, are further ev 
dences of Robertís accomplished talents. Unusual is the form of the ele- 
vated throne on which the Madonnas are seated. They are raised from the 
ground as it were on giant jacks allowing the far-distant landscape to be 
glimpsed in the spaces between the “jacks.” Scenes from the Old and New 
‘Testament appear in simulated relief on the paneled surfaces at the bottom 
of both thrones and on the back behind the Madonna on the one in the 
Brera. The decorative details are multiplied in the Berlin Madonna by the 
addition of putti and putto heads about the top of the throne and by the 
sculpturesque figures of David and Solomon set under the lunettes behind 
the throne, The eagle and the lion as symbols of St. John the Evangelist and 
St. Mark are rendered with extraordinary vitality. David with Goliath's head 
and Samson with the jaw bone of an ass appear in the spandrils of the arch 
in the foreground of the Brera Madonna. 

The painting in the Cook collection at Richmond, England, that has 
been called both the wife of Hasdrubel and Medea and her children illus- 
trates well the elegance of Roberti's work and also the effect on it of Dona- 
tellos sculpture and Mantegna's painting. In the striding pose of the woman, 
the turn of her head, and the pose of the child at the right whom she grasps 


















28.7. Encore ne’ Rosenri: Madonna enthroned (1476-1478). Panel painting, 
122^ x 92". Former Kaiser Friedrich Museum, Berlin (Hanfstaengl) 





by the hand, the painter repeats a group that he included in the scene of 
Christ carrying the Cross (or Road to Calvary) [28.8], now in the Dresden 
gallery 

The influence of Flemish paintings, in addition to the influences com- 
ing from Padua, is apparent in fifteenth-century Ferrarese painting not only 
in the presence of the distant landscape or in the detailed rendering of 
crystals, jewels, and metalwork but also in the iconography of such a paint 
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28.8. Encore oe’ Ronerri; Christ carrying Cross (c. 1485). Panel painting. 35° x 
1177. Gemaeldegalerie, Dresden (Alinari) 





ing as Christ carrying the Cross [28.8]. Here, in the left half of the picture, 
we see two naked thieves with hands bound behind their backs trudging on 
at the head of the procession, the brutal guards manhandling Christ, and 
the aged dignitaries on horseback behind Christ quite as we see these ele- 
ments in representations of this scene in the north by artists from the Van 
Eycks to Henri met de Bles. 


Lorenzo Costa and Aspertini 


Lorenzo Costa (1460-1535) is the first to be considered of another group 
of Ferrarese painters whose activities span the period from the end of the 
fifteenth century to the middle of the sixteenth. Among these we can also 
number briefly Mazzolino, Ortolano, Niccolò Pisano, and Dosso Dossi (p. 
534). In general, the style of these artists moves away from the thrall of 
the Donatello-Squarcione-Mantegna tradition and reflects relationships es- 
tablished with the Bolognese, Peruginesque, and Venetian schools of paint- 
ing. Costa illustrates the transition from the one direction to the other. In 
the Crucifixion in the Altenberg Museum the crisp detailed style of Man- 
tegna or early Giovanni Bellini is still patent. But his close association with 
the Bolognese painter Francia softened his style considerably and turned it 
in the direction of the Peruginesque styles, The Ghedini altarpiece [28.9] 
in the church of San Giovanni in Monte, Bologna, is a curious mixture of 
Ferrara and Perugia in style. The lofty, elevated throne through the bottom 
of which one glimpses a distant landscape and the historiated capital of the 
pilasters of the loggia recall what we saw in the monumental Madonnas of 
Ercole Roberti. The softly rendered heads with gentle expression and the 
receding cross vaults of the loggia behind the throne of the Madonna re- 
call similar renderings in the works of Perugino. 

Another Ferrarese contemporary named Aspertini fell even more deeply 
for a time under the spell of Perugino, for example, in his St. Sebastian in 























28.9. Lonexzo Costa: Chedini altarpiece (1497). Panel painting. San 
Giovanni in Monte, Bologna (Anderson) 


a private collection in Milan. It was a 


e that then passed on to make 
way for the oncoming tide of Venetian 





The Venetian Influence—Dosso Dossi 





It was during the reign (1505-1534) of Alfonso I d’Este that this Venetian 
influence became very manifest. Titian had been commissioned in 1523 to 
the bacchanalian pictures for Alfonso. Certainly the effect of his 
Worship of Venus with the putti milling about the statue of the Godde 
and also of the figures in the Bacchanale, is apparent in the mass of stru 
figures of women, babies and soldiers in the Massacre of the Inno- 

10] by Ludovico Mazzolino (c. 1478- now in the Doria 
lery in Rome. In its landscape the Flight into Egypt (in the upper right 
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section of the Massacre picture) betrays its debt to the pastoral landscape 
backgrounds of Giorgione and Titian. 

The artist who most consistently shows in his style the influence of 
Venice is Dosso Dossi (c. 1479-1542). At one time he seems touched by 
Giorgione, as in the Glasgow Madonna and Saints; at another, by late Bel- 
lini or Titian, as in the Bacchanalia in the Castel Sant’ Angelo in Rome, very 
reminiscent of the Bellini-Titian Feast of the Gods [2420] in the National 
Gallery in Washington. Then again in the famous Circe [28.11] in the Bor- 
ghese Gallery in Rome, Dosso Dossi uses the wooly trees of Palma Vecchio 
und the phosphorescent technique of Tintoretto, The same is true in the 
fine Departure of the Argonauts in the National Gallery in Washington, 
‘This style is also found in some of the paintings by his brother Battista and by 
the extraordinary painter from Modena known as Niccolò dell' Abbate. 

The two painters mentioned on page 531 as belonging to the later Fer- 
rarese group-Ortolano (1488-1525) and Niccolò Pisano (active 1484-1530) 

ed the more monumental and clearly articulated forms that are to be 
found in late Raphael and his school, but the landscape backgrounds * are 
lighted much in the manner of the later style of Giovanni Bellini. The head 
types, too, bear mixed resemblances to both Bellini and the sixteenth-cen- 
tury Florentines. 





This sketch must suffice to acquaint the reader with the major artists and 
their stylistic tendencies in and around Ferrara during the reign of the house. 
of Este that produced so many patrons of the humanities and the fine arts. 
These painters have too long escaped the attention of the general art pul 
lic, but their works are most rewarding for their color as well as for th 
content and for the experience of seeing how they used contemporary sty- 
listie elements, from the International Style to those of central Italy and of 
Venice in the High Renaissance, to forge their own masterpieces both great 
and small. 
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Painting in Florence 


and Parma 





A= from the accomplishments of the great artists whom we have 
discussed, the sixteenth century saw a development of Italian painting that 
‘was varied and uneven. 

Florence, as we have said, suffered a period of political confusion fol- 
lowing the expulsion of the Medici, during which invading French troops 
occupied the city, Savonarola’s reforms ended in his execution, and the Me- 
diei were re-established only to be exiled again. Not until Cosimo de’ Me- 
dici, of another branch of that illustrious family, succeeded to power in 1537 
did calm return to Florence, which during the nest forty years and under 
Cosimo's somewhat ruthless hand reached its peak of political importance. 
Following the Protestant revolt, Rome was sacked in 1527 by an army of 
frecbooters and Protestant sympathizers, and the Catholic Church, some 
twenty years before Michelangelo's death, relinquished humanism and poli- 
tics to begin the redirection that was to be called the Counter Reforma- 
tion. It was at this time that the center of art activity shifted from Rome to 
Venice. 

The emotional disturbances occasioned by these and other events were 
reflected in the works of a number of painters whom we shall consider in 
this and the next chapter. Before the sixteenth century had ended, the Renais- 
sance was over and Mannerism and the reaction against it was preparing the. 
way for the Baroque. 
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Florence 


In the first thirty years of the sixteenth century, two men were active in 
strife-torn Florence, and their accomplishments would have received top rank- 
ing had they not been overshadowed by the contemporary achievements of 
Leonardo, Michelangelo, and Raphael. These artists were Fra Bartolommeo 
and Andrea del Sarto, 





Fra Bartolommeo 


Although his first master was Cosimo Rosselli, Baccio della Porta (1475- 
1517), better known as Fra Bartolommeo, preferred to develop his own style 
out of elements observed in such great masters as Perugino, Leonardo, Gio- 
vanni Bellini, and even Michelangelo, 

‘An early painting, the Vision of St. Bernard, now in the Accademia in 
Florence, shows certain affinities to Filippino Lippi famous version of that 
subject [15.12], but when Fra Bartolommeo undertook the Last Judgment 
for the hospital of Santa Maria Nuovo ín 1494 (finished by his friend Mari- 
otto Albertinelli), he employed Perugino’s well-known doubledecked com- 
position. The group of apostles seated on banks of clouds in the upper half 
of the picture obviously gave Raphael the idea for his treatment of the up- 
per half of the Disputä [21.8] in the Vatican Stanza, (Raphael visited Flor- 
ence in 1506 and the two artists became friends.) In God the Father with 
St. Catherine and Mary Magdalen [29.1], painted at Lucca in 1509, Fra 
Bartolommeo turned the Peruginesque formula into a triangular composition 
of monumental simplicity, It too caught the eye of Raphael, and in it we 
see the prototype of the Sistine Madonna [21,17]. Even the position of the 
kneeling saints-the one facing in, the other facing out of the picture-an- 
ticipates the St. Barbara and St. Sixtus in Raphael's masterpiece, Fra Bar- 
tolommeo had already learned much from Leonardo's use of chiaroscuro to 
enhance the soft and gentle effect of his picture. 

Having become a Dominican monk in 1500, Fra Bartolommeo had tem- 
porarily abandoned panting. But in 1508 he made a trip to Venice, where 
he was greatly impressed by the altarpieces of Giovanni Bellini with the 
Madonna monumentally enthroned against an apsidal background and with 
musical angels seated at the base of the throne, On his return to Florence, 
he used this Bellini scheme in some of his large paintings, such as the St. 
Anne and the Virgin (in monochrome) in the refectory of the Dominican 
church of San Marco, the Mystic Marriage of St. Catherine [29.2], now in 
the Uffizi, and the Madonna della Misericordia at Lucca. 

No contemporary artist was able to escape the impact of Michelangelo 
style after the painting of the Sistine ceiling, and Fra Bartolommeo was no 
exception. In the colossal figures of St. Mark [29.3], Jonah, and Isaiah, now 
in the Uffizi but originally painted for San Marco, he too pays tribute to 
the titan in Rome. But the huge, scowling form of the evangelist-saint, com- 
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posed according to Michelangelo's formulas of contraposto, is foreign to the 
gentler treatment of Fra Bartolommeo, He adjusts himself better to the new 
style in the Risen Christ, in the Pitti. And in the Pietà [29.4], in the same 
gallery, he reaches his high moment by a sensitive blending of the Perugino 
type of Christ with Leonardo's chiaroscuro in the modeling of all the fig- 
ures and in the background and with Michelangelo's contraposto, now much 
tempered, The simple design of interacting circles around a right-angle tri- 
angle is extremely effective, The body of Christ acts as the connecting link 
between the elliptical accents of the heads of Christ, the Virgin, and St. 
John, and the parenthesislike figures of the kneeling Mary and John as they 
support and caress Christ's torso and head, and the expressive curves of the 
Magdalen bending low to embrace His feet. 





Andrea del Sarto 


Andrea del Sarto (1486-1531) was cleven years the junior of Fra Bartolom- 
meo and received his training as a painter from Piero di Cosimo, who, like 
Fra Bartolommeo, had been a pupil of Cosimo Rosselli. Andrea matricu- 
lated in the painters’ guild in Florence in 1508, but he must already have 
acquired a reputation because a year later he was commissioned to paint 
frescoes in the narthex of the Annunziata, Shortly after he received another 
commission to decorate the small cloister of the Scalzo and during the next 
fifteen years was busy with these two projects. 

The Annunziata frescoes had originally been assigned to Cosimo Ros- 
selli and were to illustrate episodes from the life of San Filippo Benizzi. 
There were to be six of these episodes, and they were to be along the left 
side of the narthex. But Rosselli had worked only on the first one before he 
died in 1507, and in 1509 del Sarto was commissioned to carry on with the 
remaining five scenes, 

It is rather difficult to think of del Sarto with his even temperament 
as the pupil of the imaginative, fanciful Piero di Cosimo or as reflecting 
Piero's style, Yet on certain occasions the connection does appear. In the 
first two episodes in the series painted by Andrea-St. Philip giving his cloak 
to the Leper, and the Punishment of the Gamblers-the landscapes certainly 
betray his affiliation with his master. The hillsides to right and left in the 
Punishment [29.5], with their architecture and the narrow space between 
them leading to the distant horizon, is closely related to the background in 
one of the Andromeda panels by Piero di Cosimo in the Uffizi. In the re- 
maining three frescoes, the miracles depicted take place against architectural 
backgrounds that help with the unity of the composition and show some re- 
lationship with the traditions established in the frescoes of Fra Filippo Lippi 
at Prato or the Ghirlandaios in Santa Trinità in Florence. And in these we 
get a foretaste of Andrea's later, more monumental style. 

The frescoes on the walls of the right side of the narthex of the An- 
nunziata concern stories from the life of the Virgin. Only two of these are 

















295. ANDREA DEL 
Santo: Punishment of 
the Gamblers (1509- 

esco. Narthex, 
mziata, Flor- 
ence (Brogi) 








by del Sarto: the Arrival of the Magi, and the Birth of the Virgin [296]; 
the others were painted by his friends Franciabigio and Rosso Fiorentino 
nd by his pupil Pontormo. The Birth of the Virgin is certainly the most 
nposing work by del Sarto in this narthex. Painted in 1514, it shows tl 
ss he has achieved in composition. There is a wonder 












sense of the 
cular processional movement from the doorway at the left around to 
the figure of St. Anne stretched out on the bed, achieved by the alternati 
rhythms of heads, arms, legs, and torsi. The circular hangings beneath the 
canopy of the bed te it, and the rectangular motifs of canopy and 
fireplaces set it off. Andrea's head and face types seem now definitely iù 
fluenced by Fra Bartolommeo and by Leonardo, We also note his use of 
smiling-faced putti as auxiliary accents to the emotional tone of the picture. 
These happy infants are frequently to be found in his pietures and carry 
over into those of his pupil Pontormo. 

Andrea probably did not start to work on the frescoes in the tiny clois- 
ter of the Scalzo until 1514 and then interrupted his work in 1518 to go to 
France, This trip was made at the behest of Francis I, to whose court other 
Italian painters were to emigrate after the Protestant sack of Rome in 1527. 
Del Sarto, however, infuriated the French monarch by returning to Florence 
after two years in response to his wife's persistent urgings. During his two- 
year absence his friend Franciabigio worked on two of the Scalzo frescoes, 
but on his return Andrea took over and finished the project in the course of 
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296. ANDREA DEL 
Santo: Birth of the 
Virgin (1514). Fresco. 
Narthex, SS. Annunzi- 
ata, Florence (Alinari) 








the next seven years. The frescoes are scenes fr 
Baptist plus four personified virtues: Faith, Hope, Charity, 
is painted in a greenish-gold monochrome that is very effe 
out all the plastic qualities of del Sarto's style at this ti 

Among Andrea's friends in Florence were two well-known sculptors, San- 
sovino and Rustici, each of whom had done a group in bro 
trance doors of the Baptistery, Sansovino the Baptism of Christ, and Rustici 
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to Vasari, met at Rustici’s house in Florence for exotie dinner parties to 
which everyone present contributed some fantasy in food. Certain it is that 

he painted in the Scalzo cloister was definitely af- 
that of Sansovino's sculpture. His earliest fresco there, the figure 
of Justice, done before he went to France, closely resembles Sansovino's 
sculpture of the same subject Maria del Popolo in Rome. And the 
later Charity, done in 1520, so extremely like a group in sculpture, has all 
the firmness and roundness of a Sansovino masterpiece. A reminiscence of 
Andrea's first master's style can still be seen in the child at the left, whose 
grinning mask is the counterpart of those to the right in Piero di Cosimo's 
Andromeda panel in the Uffizi. In the Baptism of Christ, one of the carliest 
of the cloister scenes, the figures of Christ and St. John are obviously in- 
spired by Sansovino's bronze group over the east door of the Baptistery. 
The kneeling angels are also very much in the manner of Sansovino, 
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In contrast to the simple diagonal composition of this scene is the later 
St. John Preaching, in which del Sarto uses the formula of a central elevated 
figure surrounded by figures in a circle. This formula is used in a number of 
his panel pictures at this time and later. The Madonna of the Harpies [298] is 
a simpler version of this scheme, and the Madonna with Six Saints, now in 
the Pitti, is a more compact one. Critics have pointed out that del Sarto 
had studied certain Dürer prints and incorporated details from them in his 
paintings. One such Dürer detail is the cloaked man at the right of the St. 
John Preaching, an almost direct copy of the Baptist in Dürers Christ in 
Limbo in the woodcuts of the Little Passion. 

In another of the Scalzo frescoes, the St, John Baptising [29.7], painted 
in 1517, some Michelangelesque elements appear in the slight contraposto 
of some of the figures and in the predilection for nude forms, The man at 
the left pulling off his clothes seems to indicate that Andrea had seen Michel- 
angelos cartoon of the Battle of Cascina [20,3] and observed particularly 
the figure putting on his clothes in great haste. The tousle-haired child at 
the right anticipates Pontormo's happy creations in the frescoes at Poggio 
a Cajano, both in looks and in posture. The remainder of the Scalzo fres- 

done after del Sarto's return from France, were scenes of Herod's feast 
and the Decapitation of St, John. In these, Andrea displayed the serene as- 
surance of his mature style, both in technique and in composition. 

In 1517 del Sarto also painted the Madonna of the Harpies [298], so 
called because of the figures of the harpies perched at the corners of the 
painted pedestal. With Fra Bartolommeo's Cod the Father [2911] at Lucca 
amd Raphaels Sistine Madonna [21.17], this picture represents the peak of 
that quality of monumental simplicity in composition that characterized art 
in the first quarter of the sixteenth century. The proportions of the figures 
and their contraposto are now definite evidence of Michelangelo's influence 
on del Sarto, but the emotional content is that of his own placid self, The 
head types are his own too, but everywhere is evidence of Leonardo's chia- 
roscuro, As also in the Sistine Madonna, there is a touch of the theatrical 
about the whole of the Madonna of the Harpies. The Madonna is a model 
posed on a stand, and the two saints have both been carefully placed in 
alternating contraposto positions, and, as in the Sistine Madonna, we have 
a tableau. Del Sarto, however, cleverly but consciously relieves the effect of 
almost too much drapery in the large triangle of the Madonna and the two 
saints by creating a smaller triangle within it of the nude forms of the 
Christ child and the putti at the base of the pedestal, At the same time he 
alleviates the sober seriousness of the three main figures by the vivacity of 
the smaller ones. In the treatment, color, and lighting of the drapery are 
early evidences of that fluidity, characteristic of his later style, that will lead 
eventually to the style of the Mannerists (Chapter 30). 

If in the Scalzo frescoes del Sarto demonstrated his ability to create 
plastic, sculpturesque forms in monochrome, in his panel paintings from 
about 1520 until his death in 1531 he uses color in a manner that suggests 
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Venice rather than Florence. For example, in the two late Assumptions of 
the Virgin, in the Pitti Gallery, he holds the double-decked composition to- 
gether by a triangle of rose-pink formed by the Madonna's dress and the 
cloaks of the two figures to right and left below. This is very similar to 
Titian's use of red in his famous Assumption of the Virgin [265], in the 
Frari at Venice, dating also in the early 1520's. Del Sarto at this period liked 
to use a series of light color tones, such as rose- and lavender-pinks, light 
blues, greens, and yellows and then throw against them stronger, darker reds, 
vermilions, blues, greens, purples and gold-yellows. In each of the two As- 
sumptions just mentioned, the central accent in the lower tier is a figure in 
dark blue and red. In the beautiful late Pietà, în the same gallery, a series 
of pink and lavender tones are in contrast with dark blue and vermilion, A 
bold assemblage of colors is found in the Four Saints, in the Uffizi. The St. 
Michael at the left has a gold-yellow cloak over his shoulder. The light blue 
skirt has red shadows; the tights are a brilliant red; and a tab of blue cloth 
is draped out over the golden border of the lavender-gray leaves-all this 
on one figure against the sweep of the rich green mass of the cloak with 
gold-embroidered borders of the St, Bernard on the opposite side of the 
panel, and the crimson-lake mantle of the Baptist concealing most of his 
hair shirt, The fourth figure, St. Giovanni Gualberto, paired with the St. 
Michael wears a neutral gray-brown habit, (The grouping of four monu- 
mental figures in pairs recalls Giovanni Bellini, an early Titian, or a Dürer.) 

Characteristic of this last period too is the persistent use of a soft chia- 
roscuro, either to fill the entire background or else to spot between areas 
of colors, softening and even blurring their outlines and forcing the eye to 
their surfaces, Here contrasting or blending halflights and highlights create 
fluid rhythms that impart to the statically posed figures an undercurrent of 
emotional restlessness. The heads, however, smile blandly, are introspective, 
or stare vacantly out into space. These are characteristics we shall find strik- 
ingly present in the works of the earlier Mannerists Pontormo and Rosso 
Fiorentino, The two putti, and the strange picture of St. James with the two 
altar boys, both in the Uffizi, betray the same emotional repression. 

In the so-called “Cloister of the Dead” on the north side of the An- 
nunziata in Florence, del Sarto painted one of his masterpieces in fresco in 
the lunette over the door leading into the north transept of the church. The 
space to be decorated was a shallow semicircle. Yet within this limited space 
he designed a Holy Family [29.9]-the Madonna and Child and St. Joseph 
—that displays his inventiveness in the composition of space. (The fresco is 
known as the Madonna of the Sack, because of the sack in the background 
against which St. Joseph is leaning as he reads his book.) The architectural 
setting for the group is very simple, He has painted a low step in the fore- 
ground from which, to right and left, rise the ends of molded rectangular 
projections drawn in perspective to create a shallow recessed platform. The 
lower ends of flat pilasters appear on the wall behind immediately above 
these projections. Within this artificially created rectangular space he has 
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placed the Holy Family. The Virgin with the Christ child on her lap is 
seated on the top step, her feet resting on the step below. She is placed off 
center to the right. The spread of the drapery on the step and floor and the 
extensi of her left leg form the base of the pyramid into which she and 
the Christ child are compose back of the Child and the right edge of 

. Joseph's book designate the sides of the pyramid. To compensate for the 
asymmetry created by the off-center position of the Madonna, St. Joseph is 
set back into the space at the left. Seated on the floor, he leans ag; 
white sack, the end of which projects over the top step. The lower portion 
of St. Joseph’s body disappears behind the Madonna's back. This is a very 
ingenious composition of interrelated rectangular and curvilinear forms, the 
curves beginning within the pyramidal group of the Madonna and Child by 
means of the drapery swinging over her knees, then being picked up and 
made more definitely circular by the end of the sack, thus prep 
spectator for the terminating curve of the wallspace. 

The use of an asymmetrically balanced composition was not usual in 
central Italy. It suggests again that del Sarto had been acquainted with the 
design from Venice. And we note once more the serenity of the poses and 
of the composition as opposed to the movement of the surfaces of the 
drapery. 
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Parma 


Early in the sixteenth century, Pope Julius II, that great patron of the arts, 
had added the once-free city of Parma to the papal territory, and Parma for 
a little while could bask in the reflected High Renaissance glows from Rome, 

It was at Parma that one Italian artist, who lived but forty years, pro- 
duced the paintings that were to have such important effects on later artists 
and later art movements, those of the Baroque period in particular. 





Correggio 


Antonio Allegri (1494-1534), known as Correggio, was bom in the small 
town of Correggio în Emilia but spent most of his short creative life in 
Parma, although he also had connections with Ferrara and with the Gon- 
zagas at Mantua. 

Although during his lifetime Michelangelo and Raphael were creating 
some of their great masterpieces, Correggio seems aware of them only rarely. 
His early works have certain stylistie relations with the Ferrarese school, 
with Lorenzo Costa, and with Dosso Dossi. There is a certain stiffness in 
these early compositions, to be seen in such paintings as Christ Parting from 
His Mother, the Benson collection, London, and even in the Madonna 
with St. Francis [29.10], in the Dresden Gallery. But there is also a senti 
mental sweetness of expression and content that pervades all Correggio's 
work. Even in his later and more mature style, he never shakes off this and 
creates an effect of emotional immaturity characteristic of one who has re- 
fused to grow up, Furthermore, he superimposes a childlike innocence of a 
strip-tease form of sensuality, although the To, in the Vienna Gallery, achieves 
this sensuality more frankly. Tragic emotions are quite beyond Correggio, 
and when he attempts them they become ludicrous, as in the Martyrdom 
of SS. Placidus and Flavia, in the Parma Gallery. 

Correggio's great achievement was his ceiling frescoes in Parma. The 
earliest of these (1518) is in the vaulted chamber [29.11] of the abbess of 
the convent of San Paolo, Donna Giovanna Piacenza. Her coat of arms bore 
three crescents. These being in antiquity associated with the huntress-god- 
dess Diana, this deity was chosen to adorn, in fresco, the chimneyhead of 
the fireplace and then the sixteen sections of the ribbed handkerchief dome 
over the room were treated by Correggio in the manner of a garlanded trellis 
with oval openings in each section, quite in the manner of the trellis behind 
the Madonna of the Vietory [23.13] by Mantegna painted for the Gonzagas 
in Mantua. Behind these openings there appear groups of putti romping and 
holding various attributes reminiscent of the chase: spears, bows and arrows, 
dogs and deer. The sixteen lunettes at the base of the sixteen vault sections 
contain gray relieflike figures and personifications from ancient mythology, 
most of which are variously identifed. The whole is a charming and delight- 
ful performance. 
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In the dome over the crossing in San Giovanni, Co 
in fresco an Ascension or Glorification of Christ [ 
in pairs, are seated in a circle of banked clouds that open at the top to al- 
low the form of the Saviour to float up into the lighted sky. Putti in num- 
bers mingle about the figures of the apostles and crowd around the ascend- 
ing form of Christ. Correggio must surely have seen Mantegna's ceiling 
[23.11] in the Camera degli Sposi at Mantua, but he transformed Man- 
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tegna's rigid circular balustrade into the human forms of the apostles and 
thus gave greater potentiality for movement to the composition of concen- 
tric circles, He must also have seen, in actuality or in copy, the Sistine ceil- 
ing [20.4], because the unusual representation of the apostles as nude forms 
and their contrapostal positions in the San Giovanni dome reflect the nudes in 
Michelangelo's famous ceiling. This fresco is indeed the next step after Man- 
tegna's illusionístic space and before that of the Baroque ceiling painters, 

Correggio's third great fresco project was in the Parma cathedral (1526- 
1530) and represented the Assumption of the Virgin [29.13]. The tremendous 
whirlpool design of clouds and figures within the large octagonal dome has 
most of the elements of the Baroque in it. The jubilant activity of the fig- 
ures swirling about in the clouds and leaping over the balustrade appar- 
cently into the space of the dome and the clouds themselves pushing out into 
that same space are akin to similar clements in Baroque frescoes, The de- 
sign here at Parma, however, is still contained within the octagonal form of 
the dome or the triangles of the spandrils, and the figures, though active to 
a degree, are kept within a spiral design of concentric circles, The clouds 
still contain the space, whereas in Baroque frescoes diagonal lines of force 
are accentuated and either the figures and clouds move out into space sug- 
gested as not contained by the architectural forms or else they overlap the 
architectural forms and seem to project into the space in which the spec- 
tator is moving, 

These frescoes at Parma were Correggio's most significant accomplish- 
ments. Together with Michelangelo's great ceiling and the decorations in the 
Doge's palace in Venice by Tintoretto and Veronese they prepared the way for 
the Baroque ceiling painters of the seventeenth century. 
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Mannerism 





ITH the death of Raphael in 1520 the high moment of the Ren- 
aissance had been reached, Perhaps it had even passed, for Raphael's last 
picture, the Transfiguration [21.18], which was left unfinished at his death 
and was completed by his pupils, is filed with exaggerated expressions of 
tions rather at odds with the more controlled feelings and actions of 
carlier works, 

During the period of about 1520 to some time in the last quarter of 
the sixteenth century, a style of art developed in Florence that is known as 
Mannerism or, as some would have it, anti-Classicism. Instead of the well- 
ordered. compositions, the ideal forms, and the controlled emotional content 
in the High Renaissance tradition of Raphael, Fra Bartolommeo, and del Sarto, 
in the earlier phase or works of the first generation of paínters of this new. 
style we find restless though decorative areas of light and shade and color, 
forms elongated to the point of distortion, and hollow-eyed haunted expres- 
sions externalizing some inner fear or anxiety. We find, too, that the sense of 
space is almost entirely blocked by shadowy and abstract backgrounds; figure 
groups are erowded into the front plane; verticality and two-dimensionality are 
stressed, 





mo- 

















The First Generation of Mannerists (c. 1520-c. 1550) 


In Florence the principal exponents of the carlier phase of Mannerism were 
Pontormo and Rosso Fiorentino. 
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30.1. Poxronsio: Ma- 
donna and Saints 
(1518). Panel painting, 
82%" x 72%”. San Mi- 
chele Visdomini, Flor- 
ence (Alinari) 





Pontormo 


Pontormo (1494-1556) was a pupil of Andrea del Sarto, whom he assisted 
in the frescoes of the narthex of the nunziata in Floren Pontormo’s 
fresco of the Visitation shows his dependence on del Sa But in his 
altarpiece of the Madonna and Saints [30.1] in San Michele Visdomini, his 
breakaway is already apparent by the way in which he bathes the archi- 











tectural background in shadow, brings the figure group into the front plane, 
and produces a restless emotionalism by the flickering of the lights and 
shades and by the expressions of the figures. Pontormo's frescoes in the 
Certosa del Galluzzo outside Florence (whither he had fled to escape the 
pestilence raging in the city and because of his pathological fear of death) 
shows his change of style in the elongation of the figures and the vertical- 





ism of the design in the Pietä and in the Resurrection of Christ. Vasari crit- 
icized Pontormo for this change of style and claimed it was owed to the 
influence of the Diirer prints with their northern stylistic elements that were 
flooding Italy at the time, Andrea del Sarto had also been influenced by 
them, but largely iconographically. 

Pontorm 











ys most extraordinary performance is the famous Descent from 
the Cross, or Pietà [30.2], in Santa Felicità in Florence. Not only does it 
contain all the early Mannerist elements enumerated above, but it has the 





30.2. Poyronxo: Descent from 
the Cross (1: 

Painting, 123%" x 7: 
Felicitä, Florence (Alinari) 








most unusual colors used in a most unusual way: pinks with orange shadows, 
light yellows and light gray-blues, yellowish and off-shade greens, slate-blues 
and strong orange-vermilion. Many of the nude details of the bodies, which 
in a black and white illustration seem the natural flesh color, are painted 
to look as though they were covered with some skin-tight colored material. 
For instance, the upper half of the body of tl routh who kneels in the fore- 
ground supporting the body of Christ is orchid colored, and the arms of the 
woman at the top left are a light slate-blue. This exotic coloring merely 
heightens the strange emotional effect of the figures peering anxiously out 
of the picture at the spectator. 

Pontormo's ability as a decorator is amply illustrated in the delightful 
frescoes of the Villa Reale, a Medici villa, at Poggio a Cajano outside Florence, 
Surrounding a round window opening within a large lunette on the left wall 
of the great room of the Villa, Pontormo painted in fresco (1521) a group of 
figures including Vertumnus, Pomona, and Diana. The lightness and sprightli- 
ness of the design seem to anticipate the delicate decorative accomplishments 
of the eighteenth century, 














30:3. Bosso Fionewriso: Descent 
from the Cross (1521). Panel pair 
ing, 131%" x 774". Palace of the 
Priors, Volterra (Alinari) 





Rosso Fiorentino 


Rosso Fiorentino (1494-1540) also painted a fresco, the Assumption of the 
Virgin, in the narthex series in the Annunziata, but already at this early 
stage his fresco was strangely emotionalized, He further defied the tradition 
of the High Renaissance by having a portion of the robe of the central 
figure in the lower tier appear to project over the frame. 

His most astounding picture is the Descent from the Cross [90.3], in 
the museum at Volterra. Possibly taking his cue from the Deposition by 
Filippino Lippi in the Uffizi, Rosso painted one of the most astoundingly 
emotional Crucifixions ever done. The major accents are the disciple John 
at the right in blue and whitish-pink, who turns his back on the cross to 
bend over and hide his face in his hands in utter despair; the female figure 
in gold-yellow and whitish-pink at the extreme left, peering like a haunted 
soul out of the picture; and the almost prone figure of the Magdalen in a 
strong vermilion at the foot of the cross, who acts as a connecting diagonal 
between the other two figures. The dramatic excitement is heightened by 
the figure of the man on the left ladder grasping the knees of Christ, by 
the figure above him pointing to the body as he gives directions, and by 














30.4. Rosso FioneNTINO: Moses 
and the Daughters of Jethro 
528). Canvas, 63" x 464". 





the old man in a blue turban and a pink robe who, with beard flying, leans 
over the top of the cross and stares down on the scene. The design of the 
ladders, the cross, and the figures is all of verticals and zigzags. 

Another picture by Rosso, not to be missed by the visitor to the Uffizi, 
depicts the episode of Moses rescuing the daughters of Jethro [30.4]. It is 
full of wild excitement as the blond Moses in the center swings his fists at 
three of the assaulting shepherds lying sprawled and howling on the ground, 
while another wild-haired shepherd charges in at the left behind Moses to- 
ward a girl, petrified with fear, at the right. The color effect of the light- 
colored nude bodies with their blond and brown patches of hair, the dark 
blue of Moses’ scrap of drapery, and the light blue, green, purple, lavender, 
and yellow of other garments is highly effective. 

Rosso had been in Rome and must have seen the paintings on the Sis- 
tine ceiling, a slight reflection of which is discernible in the Moses and the 
daughters of Jethro. But when Rome was sacked in 1527, together with many 
other artists, he left that city and finally ended at the court of Francis I at 
Fontainebleau. There, with Primaticcio and other Italian Mannerists, he un- 
dertook the decoration of that famous French palace and helped to found 
the French school of painting known as the Fontainebleau School. Niccoló 
dell Abbate (c. 1 71), mentioned in passing in connection with the 
school of Ferrara, was also active in this group in France, where he painted 
many of his luminous landscapes and intimate groups of courtiers in their 
contemporary plumed hats. 






































558 - THE SIXTEENTH CENTURY ELSEWHERE IN ITALY 


Beccafumi and Parmigianino 


A third member of the early Mannerist group in Tuscany was Domenico 
Beccafumi (1455-1551), who was active primarily in Siena. He had studied 
there with Sodoma and became very popular as a painter, although he was 
also a sculptor and an architect. He produced very fine drawings for some of 
the pavement mosaics in Siena cathedral. 

Beccafumi's connection with the Mannerists is apparent in his elongated 
forms, his use of offshades of pink, green, blue, and yellow highlighted with 
white and with occasional accents of dark blue and vermilion, and in the 
eroticism of the nudes in many of his larger pictures. In such pictures as 
the Descent of Christ into Hell and the Punishment of the Rebel Angels 
[305] in the Gallery in Siena, the hectic emotional tension characteristic of 
the Mannerists is most apparent in the expressions on the faces and in the 
spasmotic spotting of the light. The yellow and vermilion tongues of fire 
flashing through these pictures have a startling and fascinating effect. 

A fourth artist among the early Mannerists was Francesco Mazzola 
(1503-1540), better known as Parmigianino. Born at Parma, early in his 
career he was subjected to the influence of Correggio, which is apparent 
in the figure of SS. Lucy, Agatha, and Apollonia painted in 1522 in the first. 
chapel to the left in San Giovanni Evangelista in Parma, where Correggio 
had frescoed the vault and the apse. At Rocca di Fontanellato (1523) the 
decoration of one of the rooms with an illusionistic trellis, behind the open- 
ings of which appear episodes from the legend of Diana and Acteon, shows 
the obvious influence of Correggio's trellis decoration in the abbess’ room 
in the convent of San Paolo at Parma [28.11], even to the putti. 

Parmigianino's stay in Rome from 1524 to 1527 naturally brought him 
into contact with Raphaels works and Michelangelo's Sistine ceiling. Al- 
though he absorbed Michelangelo's contraposto and developed it into his own 
serpentinata (or spiral) figure style, it was Raphael's gentle and suave style, 
more in keeping with his own, that affected him most. The figures of the 
women carrying vases on their heads in the later ceiling decoration of the 
Steccata in Parma are obvious derivatives from Raphael's girl carrying a jug 
on her head in the fresco of the Fire in the Borgo [21.11] in the Vatican 
Stanze. 

What attaches Parmigianino most closely to the Mannerist group is the 
use of the disegno interno, as sixteenth-century writers called it. In contra- 
distinction to the Classical High Renaissance which drew its ideals from 
nature, the Mannerism's source of ideals was the artists inner compulsion 
that manifested itself in exaggerations and distortions of forms as well as of 
expressions, In Parmigianino the disegno interno appears in his occasional 
extreme. clongation of form, of which the most striking example is the Ma- 
donna dal Collo Lungo (Madonna with the long neck) [36], now in the 
Pitti Gallery in Florence. Here all the forms are pulled out of proportion 
in order to stress the vertical, the columnar, the conical, the oval. Movement. 
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ft). Beccarusm: Pun- 


306 (right). Pansatoranivo: Madonna dal Collo 
Lungo (c. 1535). Panel painting, 84%" 2 
Pitti Gallery, Florence (Alinari) 
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is achieved solely by the spiral rippling of the drapery and the hair and by 
diagonal rhythms, 

The emotional content in Parmigianino's figures is not exaggerated as 
was the case with the other Mannerists we have mentioned. For the most 
part, his Madonnas express a gentle dignity. Attendant figures of saints and 
children often display the softness and sweetness of Correggio. Whatever 
there is of an underlying unrest is produced by the flickering lights mov- 
ing across the shadows on forms, backgrounds, and landscapes. 


The Pupils of Raphael 

The emotional restlessness and anxiety found in the figures of Pontormo and 
Rosso particularly and of Beccafumi to a certain degree seem in part to re- 
ect the general state of mind produced by the Protestant Reformation, The 
so-called “anti-Classical movement” of the Mannerists against the High Ren- 
aissance Classicism began at almost the same time that Protestantism was 
attacking Catholicism. Even Michelangelo and the group around his friend 
Vittoria Colonna reacted sympathetically to the Protestant ideas of reform 
to such a degree that they were in danger of being investigated by the 
Inquisition. Michelangelo's own disturbed soul, as we saw, was certainly re- 
flected in the stem troubled figures in his Last Judgment [20.12] and in 
the frescoes of the Pauline chapel [20.14] whose faces externalize the fear 
of damnation. This same fear of damnation and death we also found on the 
faces of the figures by Pontormo and Rosso. 

In Rome during this period from about 1520 to 1550, the Mannerist 
tendency was also apparent, primarily in the work of such pupils of Raphael 
as Giulio Romano (c. 1492-1546), Pierin del Vaga (1501-1547), and Poli- 
doro da Caravaggio (c. 1500-1543). These men undertook to finish the work 
still uncompleted when the great master died. These included the Trans- 
figuration and various Madonnas and the frescoes in the Stanza di Costan- 
tino and the Loggie in the Vatican and those in the Villa Farnesina. In all 
a turbulance both physical and emotional is very apparent. The stepped-up 
emotional content in the Madonnas of Giulio Romano, for instance, is 
achieved in part by the hectic lighting in the landscapes or in the archi- 
tectural elements that form the backgrounds of his pictures, such as tun- 
neled passageways or doorways opening into rooms beyond. 

In their frescoes in the Vatican Loggie and elsewhere these painters 
carried on the Raphaelesque tradition of using actual or illusionistically 
Painted stucco reliefs and delicately painted grottesque motifs [30.7]-so 
called because they imitate motifs of ancient Roman wall paintings found 
in grottolike ruins—as decorative accompaniments to the mythological, his- 
torical, or religious scenes that are the main features of their frescoes. The 
influence of Michelangelo is also apparent in their figure styles. Excellent 
examples are to be found in the frescoes by all three of these pupils of 
Raphael in the apartments of the Castel Sant’ Angelo, the former tomb of 
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30.7. Scnoot. or Ra- 
mart: Grottesque 
decoration (c. 1520). 
Fresco, The Loggie 
of Raphael, Vatican, 
Rome (Anderson) 





the Roman emperor Hadrian that was turned into an elegantly furnished 
papal fortress as well as a prison during the sixteenth century. It was here 
that Pope Clement VII immured himself during the siege of Rome in 1527 
and here that Benevenuto Cellini was imprisoned for a while, Giulio Ro- 
mano's elaborate frescoes in the Palazzo del Té in Mantua are further ex- 
cellent examples of this Roman Mannerist type of decoration. So are the 
frescoes on the exterior of palaces for which Polidoro became famous. 

Although the general decorative set-up of these frescoes was Raphael- 
inspired, increasingly the figure style owed more to the influence of Michel- 
angelo, After all, Michelangelo lived until 1564 and Raphael had been dead 
since 1520. Later even vedute (views) and landscapes imported in part from 
north European artists were also inserted or used as major items in the dec- 
oration. 











The Second Generation of Mannerists (c. 1550-c. 1575) 


The second generation of Mannerists, active from the fifth decade of the 
century onward, drew the sources of its style more definitely from the great 
accomplishments of Raphael and Michelangelo at Rome, These were, of 
course, Raphael's frescoes, already mentioned, in the Stanze and the Loggie 
and his tapestries in the Vatican, and Michelangelo's Sistine ceiling frescoes, 
his Last Judgment in the same chapel, and his frescoes in the Pauline chapel 
in the Vatican. The works of Bronzino will perhaps show us best how these 
Michelangelesque forms were used by the later Mannerists. 
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308. Browzixo: Resurrection 
(c. 1552). Panel. SS. Annun- 
ziata, Florence (Brogi) 
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Agnolo Bronzino (1503-1: 


ino 





) was a pupil of the early Mannerist Pontormo 
and assisted his master in the painting of the frescoes in the Certosa del 
Galuzzo outside Florence as well as in the painting of the roundels with 
the Evangelist heads in Santa Felicità in Florence, the church in which 
Pontormo's famous Deposition is located. It is therefore no surprise to find 
in Bronzino's earlier work infuences from the early Mannerist style. Except 
for a short visit to Rome in 1546, Bronzino spent most of his life in Flor- 
ence and worked primarily under the patronage of Cosimo I de’ Medici 
He was a fanatical admirer of Michelangelo's work, which must have been 
fore he actually saw it in Rome. 
Bronzino's own creations, such as the Christ in Limbo, in the former re- 
fectory of Santa Croce in Florence, or the Resurrection of Christ [30.8], in 
the church of the Annunziata, illustrate well his obsession for the mude fon 
in contraposto. His hand! 















available to him in sketches and copies 








forms, however, is typically Mannerist 
in that he pushes them into a crowded front plane, emphasizes vertic 
diagonal, and angular rhythms by highlighting arms, legs, and torsos, and, 











zio: Martyrdom of St. Lawrence (1567-1569). Fresco, San Lorenzo, 
Florence (Alinari) 


in contrast to Michelangelo, makes the forms rendered in contraposto seem 
flat as though they were pressed between two parallel planes. These ele- 
ments, repeated ad over again, eventually become dry conventions not 
only in Bronzino own pictures but in those of many other Mannerists of 
the later pei 

Another charac 














eristie feature of the s 





d-generation Mannerists, pos- 
sibly begun by Bronzino, is the use of figures in the lower foreground, re- 
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clining, sprawling, or sitting, some turning and pointing toward the main 
scene, others looking out at the spectator. One particularly common pose is 
that of a seated figure turned in contraposto with one knee up and one arm 
raised over its head. These groups create a kind of setback or horizontal 
platform in front of the vertical plane in which the major episode takes place. 
The painter Vasari at times actually used steps of a staircase leading up 
into the scene. 

In contrast to the emotional tension present in the figures by early Man- 
nerist painters, Bronzino's figures have a certain cool aloofness, at times a 
mannered affectedness of pose reducing the content of the picture to in- 
sipidity. The vogue at that time for false modesty, blatantly referred to in 
Pietro Aretino’ scurrilous letter to Michelangelo on the Last Judgment, is 
also present in Bronzino's late pictures. Bits of drapery, fig leaves, and cover- 
ing gestures and poses appear frequently to control nudity. This is to be 
true of many other painters of the period as well. All these late Mannerist 
features are present in Bronzino's fresco in San Lorenzo in Florence of the 
Martyrdom of St. Lawrence [30,9]. 


Vasari 


Giorgio Vasari (1511-1574) is undoubtedly best known today for his famous 
publication of Lives of the Most Eminent Painters, Sculptors and Architects, 
the source of much of our information about Italian artists up to his time, 
but in the sixteenth century Vasari had fame as both painter and architect. 
It was he who under orders of Cosimo de' Medici remodeled the interior 
of the Palazzo Vecchio in Florence and drew the plans for the building now 
known as the Uffizi. The Palazzo de' Cavalieri in Pisa was also assigned to 
Vasari to build, and late in his life, after Michelangelo's death, he was ap- 
pointed as successor in the work at St. Peters in Rome. His many activities 
in the service of popes, cardinals, and especially of the Medici family (Ales- 
sandro and Cosimo I) made his life a restless one, for he was continually 
on the move between Arezzo (where he was born), Florence, Rome, and 
the many places he visited to get information for his writings. 

As a painter, having studied with Andrea del Sarto and Michelangelo 
among others, Vasari became a leading figure with Bronzino among the later 
Mannerists who were so powerfully influenced by Michelangelo, His paint- 
ing of the Forge of Vulcan [30.10], now in the Uffizi is an excellent exam- 
ple of his style with its Michelangelesque forms arranged in affected poses 
and highlighted to bring out self-conscious and balletlike rhythms. The use 
of the tunnellike architecture and of rooms leading off into dark backgrounds 
dramatically lighted was characteristic of the followers of Raphael of the 
early Mannerists group in Rome, particularly of Giulio Romano, We have 
met with this feature also in the painting of Beceafumi cited on page 558, 
in which the tunnel effect is achieved by the figures and the flickering fires 
of Hell in the distance. 














30.10. Vasanı: The Forge of 
Vulcan. Painted on copper, 15" x 
11", Uffizi, Florence (Alinari) 


30.11 (below, left). Poxronwo: Tl 
Stillman Collection, New York. 30. 
and Son (1553-1555). Panel, 45" x 
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As a fresco painter Vasari was much in demand, In this field his style 
was considerably freer than in his paintings of altarpieces. His best-known 
wall decorations are those in the sala grande in the Palazzo Vecchio in Flor- 
ence (done with his friend Salviati), those in the Sala Regia in the Vatican, 
and the very delightful ones in his house at Arezzo. To a large extent Vasari 
wall decorations follow in the traditions of the history paintings established 
by Raphael and his school in the Stanza of Constantine in the Vatican, He 
had also seen the work of Giulio Romano in the Palazzo del Té in Mantua. 
Vasari's last large-scale undertaking in fresco was the decoration of the dome 
of the cathedral in Florence, completed after his death by Federico Zuccari. 

We should also note that Vasari was the first to start a collection of 
drawings of old and contemporary masters, which he assembled in a book 
embellished with the portrait of Michelangelo on its title page. Most of these 
are now in the drawing collection of the Uffizi. 





As a group the Mannerists were also excellent portrait painters, They im- 
parted to their sitters a certain elegance and aloofness of attitude. There is 
no distortion of form or emotion even in the portraits by the earlier Man- 
nerists, but there is a meticulousness in the rendering of the details of the 
costumes, of the jewelry, and of other appurtenances that calls to mind the 
work of Holbein. Outstanding examples are to be found in Pontormo's por- 
trait of Cardinal Cervini, in the Borghese Gallery in Rome, and in his por- 
trait of the Halberdier [30.11], now in a private collection in New York Ci 
and in Bronzino's portraits of various members of Cosimo de’ Medi 
family, notably the portrait of Eleanor of Toledo with her son [30.12] in the 
Uffizi Gallery. 











Conclu 


Centered as it was chiefly in the regions of Rome and of Tuscany, Mannerism 
had exhausted itself by the second half of the sixteenth century. There had been 
very little acceptance of it in Venice, although some would consider Tintoretto 
as a Mannerist. It had been transplanted to France by Italian artists summoned 
to execute the decoration of the chateau at Fontainebleau, and a local French 
school of painting was the result. In Spain, El Greco manifested many of the 
external characteristics of Mannerism but the content of his paintings was 
ecstatically Roman Catholic. 

In Italy the empty though elegant artificiality of later Mannerism brought 
a reaction during the last half of the sixteenth century. Some of the painters 
taking part in this reaction against Mannerism wished to salvage from the 
disintegration of Renaissance art and culture certain elements with which 
they could construct a new movement, Others felt the effects of the Counter 
Reformation and the Council of Trent (1545-1563) which reaffirmed the 
essentials of Roman Catholic dogma. The Jesuit movement also furnished a 
new focus for the emotional content of religious painting, There was, further, 
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a reaction in favor of nature apparent in the painting of landscapes, of stil 
life, and of human forms as they appeared in everyday life. These new direc- 
tions are reflected: in the establishment of the Academy at Bologna by the 
Carracci family in which the best of Renaissance traditions in painting were 
studied along with nature (landscape and genre); in the religious paintings 
full of devotional sincerity by artists like Federigo Barocci (c. 1530-1612); and 
in the breath-taking paintings of Caravaggio (1573-1610), which included an 
astounding rendering of still-life subjects, of genre, and of mythological and 
religious episodes in which we find dandies, gypsies, adolescents, and characters 
from the slums used as the models. Caravaggio most usually painted his figures 
and subjects against a dark background in order to emphasize with spots and 
shafts, or planes, of light the types represented and their emotional reactions, 
He had a great following throughout Europe. 

‘These painters and their varied accomplishments during the latter half or 
quarter of the sixteenth century in their reaction against Mannerism were the 
forerunners of that new movement, culminating in the seventeenth century, 
known as the Baroque. It was a movement full of new directions and impulses 
that made it an important unit in the history of art and culture, just as the 
Renaissance had been. Its scope is so great and the important works of art 
produced so numerous that they deserve to be treated in a separate publication, 
‘They fall outside the limits of this book, 

















Epilogue 

It has sufficed for us to discuss the paintings of that period of human culture 
in Italy known as the Renaissance. In so doing it was necessary for us first to 
consider the beginnings that eventually led to the great achievements of that 
period. These beginnings were to be found in the thirteenth century when 
Christian painting was breaking away from the restraints of the dogma and 
conventions of the earlier medieval period, breaking away in order to give 
greater human emotional content to religions subject matter. The life and 
teachings of St. Francis of Assisi had been largely responsible for this as had 
also the contacts with French Gothic art, Once attention had been drawn to 
human emotion it was only natural that interest in the human being himself 
and in his physical surroundings should follow. The resulting secularization 
of religious subject matter is apparent in the paintings of the fourteenth cen- 
tury. More detailed observation of man himself and of nature followed in the 
fifteenth century with the growth of interest in anatomy, perspective, details of 
nature, landscape backgrounds, and form and color in light. Paintings of the 
fifteenth century also reflect the growing curiosity about man’s achievements 
in Italy's past—that is, the Classic past. It is this preoccupation with and study 
of Classic culture and art that gave the Renaissance in Italy its particular char- 
acter. Classic culture also brought with it mythology and the ideal of beauty, 
Tt was when the attempt was made to harmonize or fuse these elements with 
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Christian thought and doctrine that an impasse was reached. Michelangelo in 
the ceiling of the Sistine Chapel and Raphael in the Vatican Stanze as repre- 
sentatives of this movement at the beginning of the sixteenth century brought 
the Renaissance to the highest achievement in painting in Rome, But the at- 
tempt to reconcile paganism and Christianity foundered. The Reformation 
intervened, and we have seen in the works of the Mannerists what resulted 
in painting, This was the last act in the extraordinary drama of Renaissance 
painting. The Counter Reformation was to usher in the new period, the 
Baroque. 
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Glossary 


Acnorenta: blocks placed along the roof line and at the ends and peak of the pedi- 
f a Classic temple, to support ornaments. The term is also applied 
to the omaments themselves, 

: a painted panel, essentially rectangular in shape, set on top of an altar, 

» an early type of altarpiece, 

honeysuckle or palmette ornament used to decorate moldings, cornices, 

and the neckings of capitals in Classical architecture. 

Arnos rasets: the panels flanking the body of Christ below the crosspieces of a. 
painted crucifix. 

Arse: In Christian times, the semicircular or polygonal termination covered with a 
half dome or vaults at the end of a choir, 

ANcHED ConBEL TABLE: see CORBEL TABLI 

BaLpacinso: a canopy supported by uprights over an altar or a tomb. It also appears 
on exterior buttresses of Gothic cathedrals. 

Buer: a molding made up of short, broken cylindrical and square elements whose 
axis runs parallel to that of the molding. 

Bean Axo Ree: an omamental motif frequent on moldings. It consists of round bead. 
forms alternating with spool forms 

Bisrne: a brown pigment prepared from soot. 

Cantos: a preparatory drawing made to scale before a fresco or painting was begun. 

Ciwomuse: a canopy supported on columns (usually four) over an altar of a Christian 
church. See also BaLDACHINO. 

Corren: a sunken panel of geometric form in a ceiling, vault, or dome. 

Consoe: a bracket or corbel in the form of a scroll of reverse curvature. 

Costnarosto: in figure painting and sculpture, as seen in the works of Michelangelo, 
Leonardo, and others influenced by them, the representation of various parts 
of the body (such as the head, the torso, and the lower limbs) in contrasting 
positions, The transition from the one to the other is achieved by a twist at 
the nonrigid areas of the body, such as the neck and the waist. A spiral design 
results and lends to the form so represented the dynamic power inherent in 
a coiled spring. 

Conet.; a block of stone projecting from a wall and used as a support. 

Conset. tante: a projecting course of masonry carried on corbels. If the corbels are 
connected by arches the whole is called an Ancuep conser tante. 

Cnoss sinus: a cross-inseribed halo set behind the head of Christ in contradistinetion 
to the simple halo worn by saints. 

Cnoss vauızr: the vault formed by the intersection of two semicircular vaults. 

Cuver: a space beneath the floor level of a building. In churches it is generally 
beneath the chancel area at the sanctuary end. 

Driss: name applied to the representation in which Christ enthroned as Judge is 
flanked by the Virgin Mary and St. John the Baptist as intercessors. Frequent 
in Byzantine art. 

Diareneo pnarenv: drapery covered with losenge or other small designs. The term 
presumably is derived from the motifs used on tapestries made in medieval 
times at Ypres in Flanders. 
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Dieren: two panels of ivory, wood, or metal hinged together, like the covers of a 
book. See page 6. 

Dossat: a painted altarpiece of basically rectangular shape, essentially the same as 
an ANCONA. (See page 6.) The term is derived from the fact that a dossal was 
usually placed at the rear of the altar. 

Duomo; cathedral. 

Ecc anp Dant: an ornament on Classical architectural moldings consisting of alter- 
nating egg and spear-head forms. 

Fuevnox: a flower-shaped ornament. 

Fnesco raıxtise: painting applied to a plaster wall or vault. (See pages 578-580.) 

Gexne: subject matter taken from ordinary life in contradistinction to religious sub- 
ject matter. 

Gesso: a mixture of plaster of Paris and animal or fish glue which when applied to 
wood panels became the surface for gilding and painting. 

Gion, A: an aureole or halo; an effulgence of light surrounding a figure. 

Gnusa1Lte: painting in gray monochrome. 

Gnoresquss: decorative painting consisting of intermingled fantastic human, animal, 
and plant forms. 

Guitocu: an omament of braided or interlacing bands. 

Harcnıxo: the drawing or painting of fine parallel lines resembling engraving, or the 
representation of sets of such lines crossing each other. 

Hisronisten: decorated with figures of men or animals. 

literally an image; here used as referring to painted single panels containing 

representations of Christ, the Virgin, saints, or religious scenes as found in 

Byzantine or Greek Orthodox churches. 

Icoxocmarmy: the way ín which figures and episodes are represented in scenes of 
sacred history. 

Icoxostasis: the screen at the entrance to the sanctuary of a church to which the 
icons or holy pictures are attached, especially in Byzantine churches or in 
those of the Greek rite. 

Inpasto: an opaque white medium used profusely by Titian and later Venetian 
painters, which when employed in connection with transparent colored glazes 
made possible the rendering of the varying textures of objects, human forms, 
and drapery. 

Ixramsta: wood inlay. 

Lacenrives: interlacing bands composed primarily of elongated animal bodies biting 
each other and themselves while intertwining. 

Lavoe: a poem or song in praise of the Virgin primarily. 

Leman Lear: a tonguclike leaf ornament found on Classical architectural moldings. 

Low newer: sculptured omament or figures raised only slightly from their back- 
ground, or the simulated effect of the same in painting. 

Loxerre: the flat wall surface or the space enclosed by an arch or by the end of a 
vault. 

MacticotaTios: an opening in the floor of a projecting gallery for the sake of drop- 
ping missiles on the enemy. 

Nioesos: halo. 

Paxrocnaton: the All-powerful, i.c., God or Christ as God. 

Pexvextive: the spherical triangle of masonry making the transition from a square 
base to the circular drum supporting a dome. 

Prastnox: a leather-covered breastplate. 
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Porycmowe: many colored. 

PoLvervcn: an altarpiece made up of more than three vertical sections. 

Puepetta: the lowest horizontal section of a rigid Gothic or Renaissance altarpiece. 
(See page 6.) It usually contained painted scenes from the lives of the holy 
figures represented in the main section of the altarpiece, i... of Christ or the 
Virgin as the central figure and of the various accompanying saints, 

Prixtisc: preparing a surface for painting. 

Perro: a small cupidlike figure frequent in Roman art. In Christian art it became an 
angel in the form of a nude child. 

Quarneron.: a four-cusped ornamentation, like a clover leaf, found in Gothic archi- 
tecture, especially in tracery. 

Roop snes: a wooden or stone screen separating the nave of a church from the 
sanctuary. Rood is the old English word for the cross of Christ that frequently 
topped the screen. 

Rove: a circular medallion, 

‘Sancrvany: as used in this book refers to the eastern end of the church in which the 
main altar for celebrating the Mass was to be found. 

Scnuprontust: room in a monastery where the writing or copying of manuseripts took 
place. 

Srventts: the compartments of a vault 

Sivori: preparatory or guiding drawings or sketches in red ochre frequently fo 
below the plaster surface on which a fresco is painted. 

Stzixo: application of glue or any adhesive. 

Srıcstara: as used in religious literature, the marks of Christ's wounds or the wounds 
themselves, 

SrmcuLareo; covered with a series of pulled-out S-shaped grooves resembling the 
Classical strigil or scraper used by an athlete. This decoration is frequent on 
Roman and Early Christian sarcophagi. 

Surrepaxeun; the block at the bottom of the cross on which Christ's feet rest. 

Syamots or THE Evacetists: from Early Christian times on, certain symbols were 
associated and frequently represented with the Evangelists: the angel with 
Matthew, the lion with Mark, the ox with Luke, and the eagle with John. 

Tenpena partisc: painting in which the medium used is egg. (Sce page 577). 

Trmexopy: a song or poem of lamentation. 

Tosbo: a frame or painting of circular form. 

Truse: a raised platform. In churches it is usually present in the apses, the chapels, 
and the sanctuary. 

Truromus: the covered passage above the nave arcade in Romanesque and Gothi 
churches. 

Tuiervcit: an altarpiece made up of three, usually hinged, sections. (See page 6.) 

Vamoicurate: wormlike; applied to the ornament frequently found in art that re- 
sembles a series of sinall wiggling grooves or lines. 





























The Making of a 
Fourteenth-century 
Painting 


Few people realize that the making of a painting in the later Middle Ages was 
very different from the painting of a picture today. Now anyone who wishes 
can go to an artists’ supply shop, buy canvas or paper and brushes and tubes of 
oil or watercolor paints, start painting, and call himself an artist. Not so during 
medieval days nor for most of the period covered in this book, At that time, 
Painting was essentially a craft, and the painters belonged to a guild (the 
Guild of St. Luke) and were known as masters and apprentices. Each master 
had his bottega, or shop, wherein the apprentices were trained and worked their 
p to become masters. The studio, as we know it today, with its possibly 
social or Bohemian overtones, did not exist. We do, however, still use the terms 
of “old master” and “masterpiece,” surviving from the guild day 

In order to realize how much erat, skill, and patience were required of 
the medieval artist beyond the inspiration and ability to create a painting, let 
us examine, step by step, the making of, for example, an altarpiece in the time 
of Giotto. 

















A Panel Painting 


First, a contract had to be signed between the donor or patron, such as the 
bishop of a church, the abbot of a monastery, or a person of private means, 
and the master painter. What was wanted often was described in detail as to 
subject and colors. The price agreed upon was paid one third when the con- 
tract was signed, one third when the work was half finished, and one third on. 
delivery. 

Once the contract was signed, the master painter set the apprentices to 
work on the preparation of the panels and the specified colors. 

Medieval paintings were done on wood and not on canvas, so in every 
painter's bottega a stock of wood panels was kept on hand. The wood had to be 
of a kind that had little or no grain, because wood grain interfered with the 
preparation of the panel' surface. In central Italy, poplar was used almost 
exclusively. Because their sizes varied in different levels of an altarpiece, the 
panels for a specific painting had to be chosen first by size. Next the side of 
the panel to be painted had to be carefully leveled to remove all surface irregu- 
larities, Then, since paint was never applied directly to the wood surface, the 
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panel had to be faced with another absolutely smooth surface. This meant the 
application of gesso, a mixture of plaster of Paris and animal glue. Gesso is a 
tougher material than plaster by itself and will withstand more successfully 
the changes in temperature that followed with the changing seasons. Usually 
the heated gesso was applied to the wooden surface primed with glue, but 
sometimes, în order to make the gesso adhere more securely, a finely woven 
linen cloth was stretched over the wooden panel and the gesso applied to the 
linen. This primed linen, of course, was the ancestor of the later painter's 
canvas. The gesso could never be put on all at once but had to be applied in 
a series of thin coats until the desired thickness had been achieved. It also had 
to be put on with extreme care lest small air bubbles remain when it had dried 
to interfere with the desired smoothness of the surface on which the painting 
was done. When thoroughly dried, the gesso was smoothed to an eggshell sur- 
face, because no unevenness could be tolerated when minute details had to be 
Painted on with tiny brushes. 

Once the gesso had been applied and smoothed, the panel was still not 
ready in every case to receive the paint. We have noticed that the backgrounds 
of most scenes and figures in the so-called “primitive” paintings—those of the 
id often fifteenth centuries—are gold, a survival as well 
as an imitation of the gold backgrounds of Byzantine enamels and mosaics. 
In panel paintings this meant that gold leaf had to be applied to the gesso 
before painting. But gold leaf is paper-thin, disintegrates when touched by 
hand, has to be handled very carefully, and will not of itself adhere to the gesso 
surface. Hence a size for the gold leaf had to be applied to the gesso, and this 
was a red Armenian clay called bole, which, mixed with water to form a thickish 
watercolor, was applied in possibly as many as six coats to the gesso. The ticklish 
job of applying the gold leaf was done with the underside of a broad, flat badger- 
hair brush. The brush was rapidly stroked against a man’s hair or his woolen 
clothes to create the static electricity that would make the gold leaf adhere to 
the underside. When the moistened surface of the bole-covered gesso panel was 
held at an angle to let the water run off, the gold leaf could be released from 
the brush to the panel, When dry, the overlapping edges of gold leaf were 
brushed off and the remaining leaf burnished with a round piece of agate or 
crystal. We have seen that large panels painted with a large figure or scene had 
gold leaf laid only around the silhouette of that figure or scene. In those cases 
where the panel, the figures, or scenes were small, the entire panel had to be 
covered with gold leaf and the painting done directly on it. 

Once the gold leaf was burnished, the panel was ready for painting, but 
in the meantime the apprentices had been busy with other work. The colors 
designated by the master had first to be ground and then prepared. 

The most durable colors are the clays or earths-the yellows, reds, and 
browns that take their names from the localities in which they are found, such 
as raw and burnt siena, raw and burnt umber, Venetian red. In certain parts 
of Italy there is a green earth, terra verde, that was used for special purposes, 
as we shall see. But earth colors are matt, and so for more brilliant effects 
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mineral crystals were used to make the blues and vermilions. Both the earth 
colors and minerals had to be ground-that is, placed in a mortar with water 
and ground with a pestle until they were reduced to a mixture with the con- 
sistency of thick cream which when dry made a powder as smooth as talcum. 
No grit could be tolerated. These dry colors would then be made fluid by the 
addition of water before a medium (see below) was added. The difficulty and 
patience involved in producing these colors can hardly be understood today, 
especially in the case of ultramarine, a famous and expensive color that was 
made of ground lapis lazul 

Colors were always reground before they were prepared for the master, 
and preparation meant that three tones had to be made of each color with an 
admixture of water. The No. 1 tone was the color full strength; the No. 2 was 
50 percent of full strength plus 50 percent of white lead; No. 3 was 50 percent 
of No. 2 plus go percent of white lead, The full-strength color was used for the 
shadow parts of a painting, the so-percent tone for the intermediate parts, and 
the No. 3 tone for the highlights. With pure color used full strength for the 
shadow parts of draperies, for example, these paintings of the thirteenth, four- 
teenth, and early fifteenth centuries had the same brilliant color effects of 
medieval enamels, stained glass, or illuminations. Not until later, with the 
advent of visual realism, were blacks and browns used for modeling, for the 
shadows. Then, as a result, the color effects became somber, except where 
bright local colors were applied to counteract a monochrome tendency of light 
and shade. 

Because the ground colors had been made fluid with water, they would 
not adhere to an eggshell gesso or a gold-leaf surface so that a medium was 
needed to make them stick. In medieval times the medium was tempera, an 
egg medium, and not oil. There are various traditions about the use of this egg 
medium; some masters used the whole egg, others the white, and others just 
the yolk. In every case, however, the egg was about one third of the medium 
and water two thirds, so that tempera was really a glorified watercolor. 

Once all this had been done by apprentices the master could undertake 
his painting. He probably had made his sketch or sketches on parchment or 
paper, which could be transferred to the prepared panels by tracing over the 
sketches after the back side of the paper or parchment had been covered with 
lampblack and laid against the panel, The tracings acted as guide lines when 
the artist started to paint, but since the traced lines had a tendeney to smear 
the artist would incise the outlines with a sharp instrument. Although they 
were usually filled up in the course of the painting, these incised lines should 
be visible when a genuine panel painting is held at the proper angle. 

The actual painting was done in the following manner. First, a flat sil- 
houette was established within the outlines of each figure. Since tempera was 
glorified watercolor, the areas to be established had to be gone over and over. 
The first few coats of paint, probably with the No. 2 tone, would scarcely be 
visible over the white gesso or gold leaf. Not until the artist had laid in about. 
thirty coats would a good color silhouette be established. Why wasn't tempera 
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made thicker and applied in few coats? Presumably, experience had proved 
that if it were, the painted surface would crack and curl off. Patience and 
application paid off in the long run. After the fat silhouette had been estab- 
lished, the shadings were hatched in with the No. 1 and No. 3 tones. For this 
work, very tiny and fine-haired brushes were used. 

In most sections of Italy, the flesh parts of the figures were rendered ac- 
cording to the convention established in Roman times that the colors for flesh 
were green and red, Hence in early Italian panel painting we find that the 
underpainting for faces, arms, torsi, and legs was first modeled up in the three 
tones of terra verde and then hatched over in the three tones of red. This ex- 
plains why today the flesh parts of primitive paintings look green; time and 
Wear have rubbed down the red hatchings. The same is true of the backgrounds 
where the thin gold leaf has worn off entirely or in spots to reveal the red color 
of the bole under the gold. 

Since the figures represented in the panels were for the most part holy 
personages, the artist had to provide them with haloes. These were incised 
and/or punched into the gold backgrounds around the heads. A punch is a 
nail-shaped instrument, the narrow end of which terminates in a cutting edge 
of specific shape—cirele, dot, diamond, ete—with which the halo design was 
made by striking the other end of the punch with a wooden mallet. Some haloes, 
for example those appearing on some of Simone Martini’s figures [7.1], are 
built up in relief with gesso and then covered with gold leaf. The borders 
of the panels also were frequently decorated with a punched design, 
ince tempera dries matt, the painted arcas of the panels either 
were varnished or were rubbed with beeswax and polished. 

Meanwhile, carpenters had built the framework of the altarpiece into which 
the panels were to be fitted. As the fourteenth century advanced, this woodwork 
became more and more elaborate, resembling a cross section of a Gothic cathe- 
dral with three or five aisles. With the framework completed, the altarpiece 
was ready to be delivered, with or without ceremony, to its destination. 

In the fifteenth century oil varnishes glazed over the tempera to give 
greater transparency to the colors were employed by Flemish painters. This 
practice appeared in Italy in the works of Domenico Veneziano and his fol- 
lowers, in the works of Antonello da Messina and of certain Venetian painters, 
as we have indicated previously. It was this use of oil varnishes plus the ad- 
vantages provided by the use of impasto—as explained in the chapter on Titian— 
that prepared the way for modern oil paints, As brush strokes became more and 
more important to convey movement and emotion—as shown in the works of 
Tintoretto, El Greco, and many of the baroque puinters-the Auidity provided 
by an oil medium had its definite advantages over the tempera medium. 
























A Painting in Fresco 





Fresco painting was the decoration applied to the plastered surfaces of walls, 
domes, ceilings, or apses. Whether the areas to be covered were of stone, brick, 
or rubble they were first covered with a coat of rough plaster, a mixture of sand 
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and slaked lime, This surface would often receive the guiding sketches or 
drawings for the frescoes painted on a surface of finer plaster applied over the 
rougher plaster. These preparatory drawings were frequently done in red and 
consequently are called by the Italian name sinopie.* 

There were three methods of fresco painting: buon (good) fresco, fresco 
secco (dry), and fresco à secco (in the dry manner). 

Buon fresco is so called because it is more durable than fresco secco. The 
paint, which was watercolor without the admixture of any medium, was applied 
to the plaster while the latter was still wet. The advantage of this method lay 
in the fact that the watercolor mingled with the wet plaster surface, was drawn 
into the plaster as it dried, and became a permanent part of this surface or skin. 
But when working by the buon fresco method, a master would apply only so 
much wet plaster to the undersurface as he could completely finish in fresco in 
one day. If the fresco was not completely finished by the time the plaster was 
almost dry, the plaster containing the unfinished work would be cut away and 
a fresh wet patch would be added the following day. In a raking light these 
irregular patches can be seen and counted to ascertain how many sessions were 
required to complete the work, should that be of any interest. Naturally, to 
avoid damage from dripping plaster to work already finished, the painter would 
begin at the top of the wall, work across and then down. 

Two methods were used to apply the painter's designs to the surface to be 
frescoed, In the earlier one, the sinopie mentioned above would be sketched on 
the rougher plaster undersurface. Then as each patch of wet plaster covered 
these underdrawings the painter presumably sketched in on the new surface 
with the help of the guide lines what had been covered up. By the second, and 
later more usual method, a small-scale sketch of the whole project was prepared 
on paper from which cartoons—that is, preparatory drawings done to scale— 
were rendered. These cartoons were then transferred to the wet plaster surface 
by slapping them against the plaster and incising their designs into the plaster 
with the pointed end of one of his brushes. These incisions or depressions could 
then be made more prominent as guiding outlines to the painter by following 
them up with brush lines of umber. 

The colors for frescoing would have been prepared in the same three tones 
as they were for panel paintings, but no medium was added. It was straight 
watercolor. The wet plaster being very absorbent, the work would progress 
easily and much more rapidly than with panel painting. Only a few coats were 
necessary to establish a color silhouette that would then be modeled with hatch 
strokes. Terra verde was also used for the underpainting of flesh parts. 

In the fresco secco method, the painting was done directly on the fine 
plaster surface after it had dried. This presumably called for a similar pro- 



































* Excellent examples of sinopie can be seen on the walls of the Campo Santo in Pisa. 
‘These came to light beneath the frescoes of this cloister that were ruined or damaged during 
World War IT and were subsequently salvaged or detached for preservation and restoration. 
‘The exhibition opened during the spring of 1960 showing the detached freseoes side by side 
with the sinopie was very instructive and showed how details in the preparatory drawings 
Were often modified in the finished frescoes, (Sce the illustrated catalogue of this exhibition: 
Camposanto Monumentale di Piva- Mostra Nazionale degli afreschi e delle sinopie. 1960.) 
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cedure for transferring the designs to the rigid surface as was used in panel 
painting. 

At times the painter, whether he worked in buon fresco or in fresco secco 
wished to reinforce or give greater permanence to the color of certain draper- 
ies or flesh parts, In such cases he would use a tempera medium over these 
areas. This procedure is called fresco à secco. Many of Fra Angelico's heads and 
hands in the frescoes of the St, Nicholas chapel in the Vatican are done in this 
manner. 

‘The buon fresco method, incorporating the painting as it does into the 
plaster surface, has also proved advantageous when in modern times it has been 
necessary to remove frescoes from damaged walls or for other reasons of safety. 
By facing the fresco to be removed with a strong adhesive and then covering it 
with a tough cheesecloth, trained experts can peel off the surface of the frescoed 
wall and then reset it on a new plaster. At times it has been of advantage to 
remount these detached frescoes on tightly stretched linen or on panels. 
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Battle of the Lapiths and the Centaurs, Mi- 
chelangelo, 375; Piero di Cosimo, 332 

Battle of Maxentius and Constantine, Piero 
della Francesca, 222, 293, 294 

Battle of San Romano, Uccello, 10.20, 209- 
211, 224, 369 

Battle of the Ten Nudes, Pollaiuolo, 11.19, 
297-238, 369, 371 

Beccafumi, Domenico, 558, 560; Descent of 
Christ into Hell, 558, 584; Punishment 
of the Rebel Angels, 30.5, 558 

Beheading of St. James, Mantegna, 23.4, 435, 
451 


Bella, La, Titian, 492, 502 

Belle Ferronière, La, Leonardo, 357 

Belle Jardinière, La, Raphael, 400 

Belle Verrière, La, stained glass, 52, 100, 
110 

Bellini, The, 425, 431, 483, 521 







































Bellini, Gentile, 444, 445-151, 471; Banner 
‘of the Blessed Lorenzo Giustiniani (de- 
tail), 241, 445; Mohammed Il, 243, 
447; Procession in St. Mark's Square, 
24.3, 448, 450; Recovery of the Relic 
of the Holy Cross, 24.4, 448, 472; (with 
Giovanni Bellini), St. Mark preaching 
in Alexandria, 24.5, 450; Turkish work, 
447 











450, 451-467, 
485, 486, 521, 531, 546; Allegory, 24.16, 
460-461; Baptism of Christ, 24.17, 402; 
Boy in Purple, 468, 467; Christ in 
Gethsemane, 24.8, 453; Crucifision, 451; 
Doge Leonardo Loredan, 24:21, 467; 
Frari Madonna, 24.14, 456, 459; (with 
Titian), Feast of the Gods, 24.20, 465- 
466, 534; Madonna and Child (2), 
247, 24.14, 451, 453, 461; Madonna of 
the Trees, 24.15, 459; other Madonnas, 
459, 461, 475, 483, 538; Murder of St. 
Peter Martyr, 404; Pietà (3), 249, 
24.10, 24.19, 453-154, 464; portraits, 
466-467; Pietro Bembo, 470; St. Fran- 
cis receiving the Stigmata, 24,19, 4 
St. Jerome in the Desert, 521; (with 
Gentile Bellini), St. Mark preaching in 
Alexandria, 24.5, 450; San Giobbe Ma- 
donna, 24.13, 456, 459, 461, 463, 470; 
San Zaccaria Madonna, 24.18, 263- 
264; Transfiguration (2), 24.6, 24.11, 
451, 453n,, 454; Venus (3), 464 

Bellini, Jacopo, 392, 423, 427-425, 445, 450, 
ASÍ, 523; Anmunciation, 25.10, 427; 
Gethsemane, 453; Madonna and Child, 
22.11, 427, 524; other Madonnas, 427- 
428; sketchbook, 428, 450, 456; St. John 
the Baptist Preaching, 22.12, 425 

Bembo, Pietro, by Giovanni Bellini, 410. 

Benedetto da Majano, 290 

Benedictine Order, 5 

Benedictine painting, 17 

Benedictine Romanesque panting, 18, 17- 
18, 2 

Benozzo Gozzoli. See Gozzali, Benozzo 

Benvenuto di Giovanni, 45; Adoration of 
the Magi, 15.10, 345; Madonna altar- 
piece, 343 

Berenson, Bernhard, 298, 423, 521n, 

Berlinghieri, The, 29-92, 41, 51, 53, 61, 83, 
84 












Berlinghieri, Barone, 29, 82. 

Berlinghieri, Berlinghiero, 29, 43, 45, 51, 61; 
Crocifis, 2.3, 29, 54 

Rerlinghieri, Bonaventura, 29, 92, 53; St. 
Francis altarpiece, 25, detail, 2.6, 29, 
32, 36, 40 

Berlinghieri, Marco, 29, 32 

Berlinghieri School of, Crucifix, 2.19, 44-45 
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Berruguete, Pedro, 321 
Betrayal of Christ. See Christ, Betrayal of 
Betrothal of the Virgin. See Virgin, Betrothal 
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of 

Betto, Bernardino di. See Pintoricchio, Ber- 
nardino 

Bicci di Lorenzo, 219 

Bigallo Master, The, 52, 82, $4, 107; Cruci- 
fix, 3.1, 51-52; Madonna, 3.2, 52 

Billi, Antonio, 19n., 230 

Bingus, 65 

Birth of St. John, Ghirlandaio, 206; St. John 
Master, 339, 82, Filippo Lippi 13 

Birth of St. Stephen, Filippo Lippi, 265 

Birth of Venus, Botticelli, 14.6, 279, 281, 328 

Birth of the Virgin. See Virgin, Birth of 

Black Death, 150n., 169-176. 

Blessed, The, Signorelli, 16.12, 317-318, 324 

Boccaccio, 113, 180, 233 

bole, 576 

Bono da Ferrara, 524 

Bonfigli, Benedetto, 906-07; Annunciation, 
16.1, 306-307 

Boniface VIII, 89, 98, 198; Giotto's (2) 
fresco of, 188. 

Book of Hours, Chantilly, 190, 193 

Book of Kells, 16n. 

Borgia, Alexander (VI), 312, 374, 484; 
‘Caesar, 354; Lucretia, 52n. 

Botticelli (Alessandro del Filipepi), 239, 
289, 274, 276-288, 291, 208, 299, 905, 
332, 396, 972, 410; Adoration of the 
Magi (2), 143, 144, 276: Birth of 
Venus, 14.8, 279, 281, 326; Coronation 
of the Virgin, 14.12, 284-285, 287, 502; 
Judith with Head of Holofernes, 14.2, 
275; Last Communion of St, Jerome, 
285; Madonna, 14.1, 274, 275; Madonna 
'enthroned, 282; Madonna of the Mag- 
nificat, 14.10, 281-282, 410; Madonna 
of the Pomegranate, 14.11, 281-283, 
876, 410; Medici portraîts, 275-276, 
365-366; Minerva and the Centaur, 250; 

14.14, 287-288; Pieti, 14.13, 

286-287; Portrait of a Young Man, 
19.12, 366; Primavera, 14.5, 276, 279; 
St, Augustine in his Study, 15.3, 292; 
Siatine chapel frescoes, 326-327, 330: 
Moses and the Daughters of Jethro, 
173, 326, 346; Temptation of Christ, 
326-327; Venus and Mars, 14.7, 279- 
250, 334 

Bramante, 978, 405, 408 

Brancacci family, 209 

Bronzino, 561, 362-364; Christ in Limbo, 
‘562; Eleanor of Toledo and Son, 30.12, 
566; Martyrdom of St. Lawrence, 30.9, 
564; Resurrection, 30.5, 562-563 
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Teil 

Brunelleschi, Filippo, 161, 152, 187, 189, 
197, 198, 201, 204, 207, 268, 346, 371; 
works of, 8.2, 9.5, 0.6, 163. 

Buchthal, Hugo, cited, 38n. 

Bulfeting of Christ, Angelico, 12.9, 249, 250 

Buonarroti, Michelangelo. See Michelangelo 
Buonarroti 

Buti, Lucretia, 264, 268 

Byzantine art, 10-17, 29, 39, 37, 38, 61-63, 
113 

Byzantine mosaics, 14-17, 1.12, 1.14, 11- 
15, 18-10, 20-28, 23, 417, 2,4, 29 


Cagliari, Paolo. See Paolo Veronese 

Cain and Abel, Tintoretto, 506, 508 

Calling of the Apostles, Ghirlandaio, 17.3, 
208, 827 

Calling of Poter and Andrew, Duccio, 

Cambio, Arnolfo dí, See Arnolfo di Cambio 

Cana Wedding, Paolo Veronese, 27.16, 516; 
“Tintoretto, 27.5, 508 

Canaletto, 448, 475 

Caravaggio, Polidoro da, 500, 567 

“Carinthia, Duchess of,” Leonardo, 862 

Carli, Enzo, cited, 49n., 44n. 

Carmelite Order, Filippo Lippf's frescoes of, 

151 258, 250; I» Lorenzetís ltapiece 
for, 150. 

Carpaccio, Vittore, 448, 471-477, 482; Medi 
























tation over the Passion (2), 25.0, 475, 
ATT; Presentation in the Temple, 475; 
won, 25.3, 


St. George bringing in the 

474; St. Jerome (Augustino?) in h 

n ATA, MTÁn; St. Jerome and the 

A, ATA; St, Ursula series, AT1— 

Departure ‘of the Ambassadors, 

Ml, 472 and Meeting of the Young 

Palr, 25,2, 472; Two Venettan Coutte- 
sans, 25,5, 475. 

Carracci family, 567 

Cascina. See Battle of Cascina 

Castagno, Andrea del. See Andrea del Ca- 
stagno 

Castiglione, Baldassare, 189; in Raphael's 
21.14, 409 

Caterino Veneziano, 420 

Cavalieri, Tommasso, 904 

Cavallini, Pietro, 95-98, 99, 100; Last Judg- 
‘ment, detail, 4.10, 96, 98, 190, SS, Peter 
and Paul recommending Bertoldo Ste- 
faneschi to the Virgin, 4.9, 96; tomb 
fresco, 98 

Charles 1 (England), 441 

Charles V (Spain), Titian's portraîts of, 495 

Charles VIII, 441 

Christ, and the Adulterous Woman, Benedic- 
tine Romanesque, 1.9, 17n, 

appearing to the Disciples, Duccio, 9, 

1n 























Christ (Cont.) 
ascending the Cross, Guido da Siena, 80n. 
Ascension of, Correggio, 29.12, 550, 552; 
‘on early Pisan crucifixes, detail, 2.8, 27, 
28, 29, 36; Duccio, 119; Giotto, 
Giunta, 2.12, 57; Mantegna (2), 437, 


438, 439 

Baptism of, Giovanni Bellini, 24.17, 469; 
Piero della Francesca, 11.7, 224-225; 
Pintoricchio, 17.1, 336; Andrea del 
Sarto, 548; Sansovino, 543; Verrocchio 
{with Leonardo), 19.9, 356 

before Annas, Duccio, 116 

before Herod, Duccio, 116 

before Pilate, Duccio, 116; Tintoretto, 
509; Titian, 494, 502 


Betrayal of, Duccio, 5:7, 119; Guido da 
Siena, BOn, 

Birth of. See Nativity 

calling the Apostles, Ghirlandalo, 17.3, 293 

calling Peter and Andrew, Duccio, 117 

carrying the Cross, Barna da Siena, 8.8, 
171: Roberti, 28.8, 530-531; Tintoretto, 
27.9, 509 

crowned with Thorns, Titian, 498 

Crucifixion of, Andrea del Castagno (2), 
11.15, 230, 251, 293; Andrea da Firenze, 
173, 175; Angelico, 12.8, 248; Antonello 
da Messina, 24.29, 468-409; Barna da 
Siena, 171; Giovanni Bellini, 451; By- 
ranting mosaic, L7, 13-14, 20, 38; 
Cimabue, 3.16, 68, 108; Duccio, 5.8, 
107-108; 117; Giotto, 6.8, 127, 197, 
159; Guido da Siena, 80n; Filippino 
Lippi, 556; P. Lorenzetti (3), 150, 159, 
155; Lorenzo Monaco, 194: Mantegna; 
23.0, 497: Perugino, 307-308; 
Pisano, 6.7, 120-127; Raphael, 399, Ste 
gnorelli, 16.15, 319; Tintoretto (2), de- 
tail, 97.8, 27.12, 509, 512 

Deposition of, Angelico, 12,7, 246; Ghir- 
landaío, 291; Gíottino, 164; Giotto (?), 
0.12, 152, 136; Gothi: ivory sculpture; 
1.11, 19-20; Guido da Siena, Bon; 
P. Lorenzetti, 7.9, 150; Signorelli, 319. 
See also Christ, Entombment of; Pietà 

Descent from the Cross, Filippino Lippi- 
igino, 305; Pontormo, 30.2, 554- 

555: Rosso Fiorentino, 303, 556-557 

Descent into Hell, Andrea da Firenze, 173, 
175; Beccafumi, 558, 564; Bronzino, 
562; Dürer, 514 

amd the Doubting Thomas, Verrocchio, 
E 









































Entombment of, Andrea del Castagno, de- 
tail, 11.13, 529, 230, 231; Guido da 
Siena, 80n.; Perugino, 16.7, 312, 403; 
Raphael, 21.7, 312, 403; Titia (3), 
26.13, 26.14, 490, 496, 408 





Christ (Cont.) 

Entry into Jerusalem of, San Marco mo- 
saic, 1.5, 12; Rossano gospel, 12; Duc- 
cio, detail, 5.6, 112 

Flagellation of, Guido da Siena, 80m, 
Piero della Francesca, 227, 470; Sì 
guorelli, 315 

in Gethsemane, Giovanni Bellini, 24.8, 
455; Mantegna, 23.7, 437, 453; Tinto- 
retto, 27.10, 509; Titian, 495 

in the House of Levi, Paolo Veronese, 516 

in the House of Simon, Paolo Veronese, 
27.18, 516 

in Limbo. See Christ, Descent into Hell 

parting from His Mother, Correggio, 54 

Presentation of, in the Temple, Carpaccio, 
475; Guido da Siena, Sun; A. Loren- 
zetti, 7.18, 150-102; Mantegna, 29.8, 
437-439 

Raising of Lazarus, Duceio, 117 

received as a Pilgrim by St. Dominie, 
Angelico, 248 

Resurrection of, Andrea del Castagno, 
230, 231; Bronzino, 30.5, 562; Duccio, 
112; Perugino, 310; Piero della Fran- 
cesca, detall, 11.9, 227, 231; Pinto- 
ricchio, 16.8, 912-319 

Temptation of, Botticelli, 820-397; Duc- 
cio, 

Transfiguration of, Angelico, 249, 250; Gio- 
vanni Bellini (2), 246, 2411, 451, 
453n., 454; Duccio, 117; Raphael, 
21.18, 413, 553, 500; Titian, 26.15, 408 

walking on the Waters, Andrea da Firenze, 
173, 175; Giotto, 131, 136, 175 

and the Woman of Samaria, Duccio, 117 

Cima da Conegliano, 521; St. Jerome in the 
Desert, 521 

Cimabue, d4, 61, 02, 66-74, 93, 05, 97, 99, 
100, 106, 107, 110, 111, 119, 131; 
Crucifix (2), 3.20, 321, 73-74; Cruci- 
fixion, 3.16, 68, 105; Louvre Madonna. 
(with assistants), 3.19, 71-72, Tin, 
(05; Madonna enthroned and St. Fran- 
is, 3.17, 68, 70, 77; old St. Peters 
frescoes, 88n; Trinità Madonna, 318, 
70, 106-108 

Cistercian Order, 5, 24, 95 

Classic art, 8-9 

Classical Revival, 180-182. 

Clement VII, 374, 391, 861 

Coluntonio, 468 

Colleone, Verrocchio's statue of, 354 

Colonna, Vittoria, 391, 394, 560 














Concert, The, Giorgione-Titian, 432 

Condottiere, Portrait of a, Antonello da Mes- 
sina, 2424, 470 

Conradino, 24, 51 

Consecration of St, Lawrence as Deacon, 
Angelico, 12.18, 253 
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Constantine the Great, 10; Battle of Maxen- 
tius and, Piero della Francesca, 222, 
223, 224; Dream of, Piero della Fran- 


Coppo di Marcovaldo, 58 55-5, 62,65, 4, 
4, 106, 114; Crucifix (2), 3.6, 37, 57, 
55-59; Madonna enthroned (2), 38, 
39,5, 69m, 70. 71. 77,95 

Coppo di Marcovaldo Shop, Madonna en- 
throned, 3.10, 59 

Coronation of the Virgin. See Virgin, Coro- 

Correggio (Antonio Allegri), 548-552, 558, 
560; Ascension (Glorifcation of Christ), 
29.12, 550, 552; Assumption of the Vir: 
gin, 39.13, 552; Coronation of the Vir- 
gin, 550; Madonna enthroned, 29.10, 
545; San Paolo convent vault, 29.11, 
548, 558 

Cosimo, Piero di. See Piero di Cosimo 

Coma, Giovanni di, 98 

ormai work, 4:1, 85-80, 91, 98 
. Francesco del, 536-129; altupleces, 
329; Schifanota palace frescoes, 284, 
28,5, 527 

Costa, Lorenzo, 531, 548; Ghedini altarpiece, 
289, 531 

Cowper Madonna (2), Raphael, 21.5, 400 

Cozzarelli, Guido, 345 

Creation of Adam, Michelangelo, 382; Uc- 
cello, 10.18, 207 

Creation of Adam and Eve, Ghiberti, 207 

Creation of Eve, Michelangelo, 382-383 

Crivelli, Carlo, 423, 432, 525; Madonna and 
Child, 23.2, 432 

Crowning of Thoms, Titian, 498 

Crucifix, Berlinghieri School, 2.19, 44-45; 
Berlinghiero, 2.3, 29; Bigallo Master, 
81, 51; Cimabue (2), 330, 331, 72- 
74; Coppo di Marcovaldo (2), 3.6, 3.7, 
55-58: Donatello, 233; Florentine 
School, 35, 53, 54-55; Giotto, 6.14, 153, 
135-136; Giunta Pisano, 2.18, 37-88: 
Guglielmus, 2.1, 27, 28; Lucchese, 2.2, 
27-38; Pisan School (3), 27, 2.5, 210, 
35-97: Ranieri d'Ugolino, 49, 44; St. 
Francis Master, 2.13, 39; Sotio, 2.20, 45, 
47; Spoletan, 221, 47; Enrico di Tedice, 
21641 

Crucifixion. See Christ, Crucifision of 

Crusaders, 23, 88, 417 

Cumean Sibyl, Andrea del Castagno, 239; 
Michelangelo, 387 

Cupid and Psyche, Raphael, 408 

Cyclops at the Forge of Vulcan, Roberti, 
28.6, 529 
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Daddi, Bernardo, 168; Madonna and Child, 
8, 168 

Damned, The, Bourges portal, 21; Signorelli, 
16.13, 318; Torcello mosaic, 21 

Danaë, Titian, 26.11, 494-495, 501 

Daniel, Michelangelo, 387 

Dante Alighieri, 68, 140, 180, 233, 406; 
Inferno, 122, 124, illustration for, 14.8, 
281; Paradiso, 245, illustration for, 14.9. 
281; Signoreli's portrait of, 16.14, 319 

David, Donatello, 9.8, 186; Melozzo da Forlì, 
323-324; Verrocchio, 354 

David with Goliath's Head, Andrea del 
stagno, 232; Antonio Pollajuolo, 11.17, 
235, 007 

Dead Christ, The, Mantegna, 23,10, 440. 

Death of Procris, Piero di Coximo, 17.7, 994, 
396 

















Death of St, Francis, Giotto, 6,10, 138 

Delphic Sibyl, Michelangelo, 387 

Deisis, 001, 88, 572; detail of mosale of, 2.4, 
20 


della Robbia, Luca, 182 

della Rovere family, 322, 326, 374, 388n,, 
Giuliano, 322 

1 of Peter, Berlinghie 
gallo Master, 3. Duccio, 114; 
Guglielmus, 2.1, 27; Lucca School, 28; 
Enrico di Tedice, 2.10, 41 

Bee Omni 
arture of the Ambassadors, Carpaccio, 
25.1, 472, 

Departure of the Argonauts, Dosso Dos, 
E) 








Den 





23, 29; Bi- 











Deposition. See Christ, Deposition of 

Descent from the Cross, See Christ, Descer 
from the Cross 

Descent into Hell, Sco Christ, Descent into 
Hell 

Diamante, Fra, 272, 325, 926 

Diana and Actacon, Parmigianino, 588; 
Titian, 496 

Diante, Laura, 491 

diptych, 7; illus, 6 

Disckplinati, 50 A " 

Discovery of Honey, Piero di Cosimo, 17.6, 
399-334, 398 


Discovery of Wine, Piero di Cosimo, 333, 
334 

disegno interno, 558 

218, 302, 404-405, 406, 


Distribution of Alms, Domenico di Bartolo, 
18.6, 341 

Domenico dí Bartolo, 341, 342; Distribution 
of Alms, 18.6, 341 

Domenico Veneziano, 212-215, 216, 229, 
224, 229, 230, 232, 270, 293, 342, 363, 
425, 468, 578; Adoration of the Magi, 
260, St. John the Evangelist, 230; St 














John in the Desert, 10.23, 212; St, Lucy 
altarpiece, details, 1023, 10.23, 212, 
Venetian work of, 230 

Dominican Order, 4-5, 179-175, 241 

Dominican Order as Saver of Souls, Andrea 
da Firenze, 8.10, 173-174 

Donatello, 152, 183, 188-187, 159, 197, 198, 
204, 207, 216, 229, 230, 238, 2 
321-322, 323, 423, 
432, 44d, 430, 324; David, 98, 186; 
Gattamelata, 430; Padua cathedral hi 
altar sculptures, 423, 430, 435: Pietà, 
454; Prato cathedral pulpit, detail, 9.10, 
187; Prophet Habacuo, 9.7, 183, 186; 
Santa Croce crucifi, 233; tomb of John 
XXII, 9.9, 187 

Doni, Angelo, 376, 400; Maddalena, by 
Raphael, 21.4, 400 

Doni Madonna, "Michelangelo, 203, 270, 
^21, 376, 400, 403, 410. 

dossal, 5, illus, 6; example of, 3.12, 60-61 

Dossi, Battista, 534; Dosso, 531, 534, 548; 
Circe, 28.11, 534; Ferrara palace paint. 
Ings, 405-460, other paintings, 534 

Dream of Constantine, Piero della Francesca, 
299, 204 

Dream of St. Mark, Tintoretto, 512, 514 

Duccio di Buoninsegna, 7, 36, 44, 82, 84, 
103-118, 124, 142, 146, 150; Assisi angel 
(P), 107, Maesti, 5.5, 60, 107-108, 
110-113, 124, 188, 143-144, rear pan: 
ls of, $.6-5.9, 107-108, 113-117; Ocu- 
Tus window, 5:4, 109-110; Rucellai Ma- 
donna, 5.1, 70, 104-107, 108, 198; Stoc- 
let Madonna, 5.3, 107, 108 

Dürer, Albrecht, 191, 455n., 450, 464, 544, 
546; Christ in Limbo 544 

































1" Titian, 494, 502 
‘anor of Toledo and Son, Bronzino, 30.12, 
566 





Elders of the Apocalypse, Subiaco, detail, 
44, 89, 91 
Empedocles, by Signorelli, 319 
Enthronement of St, Peter, Masaccio, 205 
Entombment of Christ, Sev Christ, Entomb- 
‘ment of 
Equestrian portrait, of Colleone, 354; of Gate 
tamelata, 430; of Guidoriccio, 7.5, 147, 
152, 365; of Sir John Hawkwood, 
10.19, 207-208, 200, 233-234; of Nic- 
coló da Tolentino, 11.16, 209, 233-234 
cole de" Roberti. See Roberti, Ercole de^ 
ritrean Sibyl, Michelangelo, 357. 
Esau before Isune, Isaac Master, 4.8, 04, 96, 
192 
Este family, 181, 523, 534; Alfonso, 490, 
491, 492, 523n., 532; Beatrice, 5251, 
Bono, 523, 524, 526, 527; Ercole, 

















523n.; Lionello, 523n., 524; Ippolito, 
523n.; Isabella, 441, 443, 523n.; Nicho- 
las III, 523n. 

Eugene IV, 252, 258. 

Expulsion from the Garden, Angelico, 12.11, 
252; Masaccio, 10.12, 199, 200-201, 
300; Michelangelo, 20.7, 383 

Ezekiel, Melozzo da Forlì, 323-324; Michel- 
angelo, 20.9, 387 


Fabriano, Gentile da, See Gentile da 

'abriano 

Faison, S. L, cited, I71n. 

Faranti degli Uberti, by Andrea del 
Casta 

Foant meo, 30 

Faustus legend, 180 

Feast of Herod, Ghirlandaio, 298; Giotto, 
6.17, 138; Filippo Lippi, 13.9, 505, 268, 
273; Masolino, 204-205 

Feast in the House of Levi, Paolo Veronese, 
516 

Feast in the House of Simon, Paolo Vero- 
nese, 27,18, 516, 519 

Feast of the Gods, Bellin-Titan, 24:20, 405- 
400 

Feast of Venus, Titian, 502 

Feo family, 324 

Fête Champétre, Giorgione, 25.11, 480. 

Ficino, Manilio, 388 

Fidelity, Francesco di Giorgio, 346 

Fieschi, Cardinal, 00 

po Lippi. See Lippi, Filippo, 

ing and Identification of the True Cross, 

Piero della Francesco, 229, 223 

Finding of St, Marks Body, Tintoretto, 274, 
500, 508 

Fiorentino, Rosso, See Rosso Florentino 

Fiorenzo di Lorenzo, 307, 316 

Fire in the Borgo, Raphael, 21.11, 407, 558 

Firenze, Andrea da, See Andrea da Firenze 

Flagellanti movement, 50 

Flagellation of Christ, Seo Christ, Flaglla- 
ion of 

Flight into ido, S0n; in Mazzo- 

's, 28.10, 332, 534; Tintoretto, 509 

Flood, The, Michelangelo, detail, 20.8, 380, 

Flora, Titian, 490 

Florentine School (13th century), 61-74 

Fontainebleau School, 557, 560 

Forest Fire Piero di Cosimo, 382, 333, 338 

Forge of Vulcan, Vasari, 90.10, 564 

Forli, Melozzo da. See Melozzo da Forlì 

Fortitude and Temperance with Classical 
Representatives, Perugino, 16.6, 310 

Francesco del Cos, Ser Coss, Francesca 

Francesco da Fuenza, 230 

Francesco de! Franceschi, 423, 425 























iaypt, 
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Francesco di Giorgio, 345-946, 347; Adora- 
tion of the Christ child, 345; other 
works, 340; Rape of Europa, 346 

Francia, 531 

Franciabigio, 542 

Francis of Assisi. See St. Francis 

Francis 1 (France), 394, 61, 542, 557 

Francis renouncing his father's Wealth, 
Ghirlandaio, 293; Giotto, 140 

Franciscan Order, 4-5, 24, 33, 39, 179 

Frederick I (Barbarossa), 4, 49, 88 

Frederick IL 4, 24, 49, 50, 89 

Frederick Mi, 446 

fresco painting, 5, 91-100, 147, 155, 578- 
580 

Fugger, Joerg. by Giovanni Bellini, 406 

Funeral of St. Francis, Ghirlandaio, 293 

Funeral of St. Stephen, Filippo Lippi, 13.8, 
205, 290, 971 

Funeral ‘of Santa Fina, Ghirlandaio, 15.1, 
390,371 








Gaddi, Agnolo, 170; Episodes from Legend 
of the Holy Cross, 8.11, 176 

Gaddi, Gaddo, 94 

Gaddi, Taddeo, 138, 164, 167-108, 176; 
Campo Santo frescoes, 171n.; Meeting 
vf Joachim and Anna, 8.5, 167; Presen- 
tation of tho Virgin, 8.4, 167, 190 

alaso, 524; Autumn (attributed), S8, 

Galatea, Raphael. frontis, 21.12, 407-408 

galloping horse, sketch of, Leonardo, 19.16, 
971 

Garrison, Edward B., cited, 36n,, 44n, 

Gattamelata, by Donatello, 430 

Gentile da Fabriano, 190-192, 103. 207, 906, 
420, 423, 427;' Adoration of the Magi, 
108, 191, 423; Madonna and Child, 
10:3, 192; naval battle fresco (lost), 100 

Gesso, 576 

Gethsemane, Giovanni Bellini, 24.8, 459; 














Mantegna, 23.7, 437, 453; Tintoretto, 
27.10, 509; Titian, 408 

Ghedini altarpiece, Costa, 28.9, 531 

Ghibellines, 49, 50, 51 

Ghiberti, Lorenzo, 125n,, 132, 164, 182, 195, 
207; Baptistery doors, 195, 207, 208; 





Creation of Adam and Eve, 207 

Ghirlandaio, Domenico, 289-298, 299, 325, 
326, 332, 971, 372, 975; Adoration of 
the Magi (2), 15.8, 290, 207-208; Ado- 
ration of the Shepherds, 15.8, 203-205; 
Deposition, 291; Last’ Supper, 15.4, 
292-209; Madonna of Pity, 290-291; 
Madonnas, 291; Old Man and Boy, 
159, 208; St. Jerome in his Stw 
152, 280, 291-202, 474; Sala Latina 
decorations, 201; Santa Fina chapel 
frescoes, 289: Death of Santa Fina, 290 
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and Funeral of Santa Fina, 15.1, 200, 
871; Santa Marla Novella frescoes: 
Scenes from the life of the Virgin, 15.7, 
and of St. Jchn, 205-207; Sassett 
Chapel frescoes: 15,5, scenes Irom the 
life of St. Francis, 993; S 
frescoes: Christ calling the Apostles, 
17.3, 295, 391; Giovanna Tornabuonl, 
206, 298 

Giamberti, Francesco di Bartolo, 335-396 

Giumbono, 423; St. Crisogono, 22,6, 429; St. 
Michael, 423 

Giacchino da Fiore, 50 

Giorgio, Francesco di, See Francesco di 
Giorgio 

Giorgione da Castelfranco, 461, 464, ATT- 
452, 484485, 486, 490, 491, 521, 504; 
Adoration of the Shepherds, 25.9, 478; 
(with Titan), The Concert, 482; Fête 
Champétre, 25,11, 480; Judgment of 
Solomon, 257, 477: (with. Titan), 
Knight of Malta, 489, 485; Madonna 
enthroned, 25.8, 478; Moses! Trial by 
Bice, 477; portraits by, 482; Sleeping 
Venus, 25.12, 482, 492; Soldier and the 
Gypsy, 25:10, 478, 480 

Glottino, 164 

Giotto, 26, 66, 74, 100, 109, 117, 118, 119- 
141, 149, 150, 153, 104, 105, 197, 390 
418; Arena chapel frescoes 
119, 120-190, 361, 431, Ann 
65, 124-126, 148, 162, Ascension, 120, 

ion, 88, 127, 195, 153; Last 

Judgment, 82, 122123, 191, 305; 

Meeting of Joachim and Anna, 6.9, 120, 

125-129, 167, Nativit, 82, 104-165; 

Noli me tangere, detail, 6.10, 129, 165, 

Pietà, 6.11, 125-190, 132, ‘198, 140; 

Virtus and Vices, 120; Ast frescoes: 

131-196, Deposition (Pietà), 0.19, 192, 

Miracle of the Spring (2), 619, 193, 

Sermon to the Birds (2), 133, and 

Verification of the Stigmata. (2); 193, 

156; Bargello frescoes: Allegory of Gov- 

ernment, 140 and Last Judgment (with 

Dante portrait); Crucif (2), 0.14, 195; 

Ognissanti Madonna, 615, 197-198, 

163; Santa Croce frescoes: scenes from 

the life of St, Francis and of the two 

ints John, 6.16, 6.17, 138, 140 

Giott's Shop, works from, 155n., 169, 105 

Giovanni, Benvenuto di. See Benvenuto di 
Giov 

Giovanni d’Alemagna, 423-420; (all with 
Antonio Vivarini) Adoration of the 
Magi, 423; altarpieces (3), 22.7, 228, 
423-125, Coronation of the Virgin, 

22.9, 425, 426 

Giovanni di Apparecchlato, 66 

Giovanni di Paolo, 337, 330, 340; Ecco 
























































Agnus Dei, 339; Paradise, 18.4, 339; 
St. John the Baptist in the Wilderness, 
183, 539. 

Giovanni da Ravenna, 430 

Giovanni da Vicenza, Fra, 50 

Giovannino de' Dolci, 325. 

Giuliano da San Gallo, 335-336 

Giunta Pisano, 87-39, 40, 41, 43, 44, 45, 55, 
62, 72, 74, 84; Crucifix (4), 212, 97- 
38,30 

Glorification of Christ, Correggio, 20.19, 
550, 552 

Glorification of the Sacrament (Disputa), 
Raphael, 21,8, 404-405, 406, 538 

Glorification of St. Thomas Aquinas, Andrea 
da Firenze, 173 

God the Father with SS, Catherine and 











Mary Magdalen, Bartolommeo, 29.1, 
538, 544 

God Hovering over the Waters, Michelan- 
elo, 20.5, 982 


Goes, Hugo van der, 295; Adoration of the 
Shepherds, 295 

Gonzaga family, 181, 497, 441, 548; Fran- 
cesco, 441, 5231; Gianfrancesco, 441, 
442, 448 








Good Govemment frescoes, Giotto, 140; A. 
petti, 7.15-7.17, 140, 155, 157, 
159, 173, 174 


Gothic architecture, 9.1, 9.3, 9.4, 183 

Gothic sculpture, 1,10, 1.11, 1.13, 18-20, 21, 
24, 05, 96, 05; 03, 64, 66, 124 
190, 137; 9.7, 9.8, 185, 186-187 

Gozzoli, Benozzo, 252, 254-257, 800, 816; 
(with Angelico), Christ coming as 
Judge, 910; 
Win, 257; Journey of the Magi, de- 
tail, 12.14, 254-258; Madonnas, 157; 
St. Francis before Arezzo, 12.13, 254 

Granduca Madonna, Raphael, 400 

Granting of the Rule by Pope Honorious III, 
Ghirlandaio, 15.5, 299; Giotto, 140 

Greco, El, 509, 506, 578 

sculpture, 1.1, 1.2, 1,3, 8 

iegory of Tours, 180 

Guardi, 448, 475 

Guarienti, Pasio, by Paolo Veronese, 519 

Guariento, 431n. 

Guarino da Verona, 430 

Guelphs, 49, 50, 51 

Guglielmus, 27; Crucifix, 2.1, 27, 28 

Guido da Siena, 4, 70, 76-81, 106, 114; An- 
munciation, 327, 80, 81; Madonna ene 

throved (2), 3224, 3.25, 70n,, 76-78, 

panels for, 3:27, 80 

Guido's Shop, work of, Last Judgment, de- 

1 326, 79; Madonna, 78-79; St- 
Peter altarpiece, 3.28, 80-81 






































Guido da Vicchio, See Angelico, Fra 

Guidoriccio, 147, 152; Mi portrait of, 
7.5, 147, 365 

Gypsy Madonna, Titian, 26.1, 489-454 


Habacue, Donatello, 9.7, 183, 186 
Halberdier, Pontormo, 30.11, 330, 566 
Hals, Frans, 503 

Handing of the Keys to Peter, Perugino, 
17.4, 307, 330, 399 

Hartt, Frederick, cited, 230n. 

Hawkwood, Sir John, 207; Uccello por- 
trait of, 10.19, 207-208, 234 

Hellespontine Sibyl, 498n. 

Heraclius, Battle of, with Chosroés, Piero 
della Francesca, 222, 223, 224; with the. 
Cross before the Walls of Jerusalem, 
Piero della Francesca, 222 

Hercules and Antaeus, Antonio Pollaiuolo, 
11.18, 297, 360, 356 

Hermes, Orpheus, and Eurydice, Greek 
sculpture, 13, 8, 130 

Hermitage Madonna, Leonardo, 357; Filip- 
pino Lippi, 299 

Hiding of the Wood, Piero della Francesca, 
11.6, 222, 223, 509 

Hodegetria Madonnas, 58, 77 

Mohenstanfens, 24, 49, 95 

Holbein, Hans, 566 

Holy Cross, legend of, Agnolo Gaddi, 8.11, 
176, Piero della Francesca, 11.3, 114, 
11.8, 219-220; Miracle of relic of, Gen- 
tile Bellini, 448, 472; Procession with 
Relic of, Gentile Bellini, 24.3, 448; Re- 
avery of Rell of, Gentile Bellini, 244, 

Holy Family, Michelangelo (Doni Ma- 
donna), 20.2, 270, 321, 376, 400, 405, 
410; Andrea del Sarto, 29.9, 546-547; 
Signorelli, 319; Return of, Simone Mar- 
tini, 7.7, 149 

Holy Innocents, 8$; see abo Massacre of, 
ete. 

Holy Roman Empire, 2, 24, 198 

Horace, by Signorelli, 319 

humanism, 180-182 

Hunt, The, Piero di Cosimo, 332, 333; 
Uccello, detail, 10.21, 211 

Hylas and the Nymphs (?), Piero di Cosimo, 
392, 359 














icons, of Mt. Sinai, 7n., 38, 60n., 77; in 
Vatican, 87-88 

Idolino, Greek sculpture, 1.1, 8 

impasto, 500-501, 505, 578 

Inferno, Traini, 171, 172 

Inferno, Dante, 122, 124; Botticelli’ illus- 
tration for, 14.8, 281 

Innocent III, 88 

Innocent VIII, 44. 
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Iavestiture of St. Martin, Marin, 74, 148- 

Isaac Master, 94, 95, 99, 100, 196; Esau bo- 
fore Isaac, 4.8, 94, 132 

Isaiah, Melozzo da Forlì, 323-324 

Italo-Byzantine School, Lamb of God and 
Prophets, 3.13, 63, 65-66, 77, 122; 
Last Judgment, detail, 3.14, 63-66 


Jacob, by Filippino Lippi, 304 

Jacobello del Fiore, 421, 422; Justice trip- 
tych, 22.5, 420 

Jacobus (Jacopo), 63 

Jacopo, Meliore dí. See Meliore di Jacopo 

Jacopo Pesaro presented by Pope Alexander 
VI to St. Peter, Titian, 26.2, 484 

Jacopo della Quercia, 341 

Jacopo da Voragine, 219 

Jeremiah, Melozzo da Forli, 323-324; 
Michelangelo, 387 

Jew Judas hauled up out of the Dry Well, 

Piero della Francesca, 222 

Job frescoes, Taddeo Gaddi, 168n., 171m, 

John XXIII, tomb of, 9.9, 187 

Joseph of Arimathea, Gothic sculpture, 1.11, 
19-20; by Michelangelo, 396 

Joumey of the Magi, Gozzoli, detail, 12.14, 
254-250; Sassetta, 18.2, 598 

Judgment of Solomon, Giorgione, 25,7, 41 
Raphael, 403 

Judith with the head of Holofernes, Botti- 
celli, 14.2, 275 

Julius 11.922, 925, 74, 377, 378, 986, 948 
403, 407, 545; Raphael's portrait 
21.13, 409 

Justice, Jacobello del Fiore, 225, 421; 
Raphael, 403; Sansovino, 543; Andrea 
del Saro, 543 


Knight of Malta, Giorgione-Titian, 482, 485 


Labors of the Month of February, Limbourg, 
10.1, 190 

Lady with the Mirror, Titian, 490 

Lamb of God and Prophets, Italo-Byzantine, 
3.13, 63, 65-66 

Lament over the body of Christ. See Pietà 

Landi, Neroccio de See Neroccio de' Landi 

Last Communion of St. Jerome, Botticelli, 
285 

Last Days of Adam, Piero della Francesca, 
114, 299, 295 

Last Judgment, Angelico (2), 12.3, 248, 246, 
252; Bartolommeo (with Albertinelli), 
538: Bourges, 1.13, 20-29; Cavallini, 
detail, 4.10, 96, 95, 122; Florence Bap- 
tistery mosaic, detail, 3.14, 63-06, 77, 
123; Giotto (2), 62, 123, 131, 140, 
365; Guido da Siena, 336, 79; Michel- 
angelo, 20.12, detail, 20.13, 326, 381, 
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391-392, 564; Signorelli, 16.12, 16.13, 
316-318, 519; Tintoretto, 504-505; 
Torcello, 1.19, 20-22, 129; Traini, 171, 
172; Vatican panel, 88 

Last Supper, Andrea del Castagno, 11,12, 
230-231, 292; Ghirlandaio, 15.4, 292- 
299; Leonardo, 19.10, 293, 357, 361, 
363-364, 367, 371, 514; P. Lorenzetti 
Shop, 7.11, 152, 163; Rossell, 17.5, 831; 
Tintoretto, 27.14, 508, 514-515 

laudes and Loudesi, 50, 104, 112 

Leda and the Swan, Leonardo, 358; Michel- 
angelo, 394 

Leo VI prose beforo Christ, Byzantine 
mosaic, L4, 1: 

Leo X, 974, 891; by Raphael, 21.19, 409 

Leonardo da Vinci, 150, 191, 239, 271, 273, 
392, 345, 353-373, 375, 400, 406, 413, 
493, 538, 541, 542, 544; abnormalities, 
sketches of, 19.8, 19,9, 362-303; Ado- 
ration of the Magi, 19.3, 305, 357, 358, 
360, 371, 872; Annunciation (2), 356; 
Battlo of Anghiari sketch, 19.15, 357, 
871, 377; Belle Ferronière, 357; draw- 
ings, 355, 961, 362-303; galloping 
horso, sketch of, 19,16, 371; Hermitage 
Madonna, 857; Last Supper, 19.10, 202, 
















357, 861, 309-364, 367, 371, 514; Ma- 
donna of the Re 195, detail 
k Mona Lisa, 


357, 358, 065, 366-367, 368, 400, 
t. Anne and the Virgin, 19.7 
(cartoon), 357-358, 361, 372, 400, 402, 
19.13 (painting), 358, 061, '967, 968, 
372-373: St. Jerome in the Desert, 
194, 357, 360; St. John the Baptist, 
19.14, 95%, 367, 300; sculptures, 355; 
sketchbook, 19.1, 355; Storm im the 
Alps, 19.1, 854; Woman with the 
mine, 357 
Libyan Sibyl, Michelangelo, 20.10, 387 
Life of the Anchorite Hermits, Traini, 8.9, 
17in, 172-173 
Limbourg brother 
February, 10.1, 190 
Linaiuoli Madonna, Angelico, 12.5, 246, 252 
Lippi, Filippino, 264, 298-305; Adoration of 
the Magi, 905; Annunciation tondo, 
15.10, 296; Brancacci chapel frescoes: 
Crucifixion of St. Peter, 300; St. Peter 
livered from Prison, 15.11, 300, and 
SS. Peter and Paul before the Proconsul, 
300; Crucifision, 556; (with Perugino), 
Descent from the Cross, 305; Madonna 
(Hermitage), 299: Nerli ‘altarpiece, 
15.13, 301; Santa Maria sopra Minerva 
frescoes, 901, 502: Annunciation, 302, 
Assumption, 302, Four Sihyls, 301, 902, 
Miracle of the Crucifis, 15.14, 302, St 
‘Thomas Aquinas’ Triumph over the 
Heretics, 302, and Triumph of Virtues, 








Labors of the Month of 




















90; Strozzi chapel frescoes, 301, 302, 
304-305: St. John the Evangelist re- 
suscitating Drusiana, 304, and St. 
Philip exoreising the Dragon, 15.15, 
3301; tabernacle at Prato with Madonna 
and saints, 15.16, 305; Tobias and the 
‘Three Angels, 299; Vision of St, Ber- 
nard, 15.12, 300, 936, 538 

Lippi, Filippo (Fra), 182, 240, 258-279, 
274, 295, 208, 306, 325, 400, 410, 425; 
(with Angelico), Adoration of the 
Magi, 13.12, 270; Annunciation, 13.13, 
259, 260; Coronation of the Virgin, 
13.5, 262; Madonna (Barbadori al- 
tarpieoe), 13,4, 200, 262; Madonna 
(Pitti), T911, 209-270; Madonna ador- 














ing Child (Uffizi), 13.10, 268-269, 
Madonna and Child (2), (Tarquinia), 
19.2, 260, Ufzi, 1313, 271; Ma- 


donna of the Humility, 259; Madonna 
ot the Niche, 270; Nativity, 254-255; 
Prato cathedral choir frescoos, 264, 205, 
266, 267, 208, 270, 272: o St 
John the Baptist, 13.0, 265, Birth ot 
Stephen, 265, Feast of Herod, L4, 2 
268, Funeral of St, Stephen, 198, 
272, 290, 971 and St. John the Baptist 
in the Desert, 137, 265, 209, 272; Re- 
form of the Carmelite’ Onder, detail, 
13, 250; Spoieto frescoes, 264, 272, 
257: Annunciation, 272, Birth of Christ, 
272, Coronation of the Virgin, 272 and 
Death and Assumption of the. Virgin, 
272, 302 

Lippo Memmi, Campo Santo frescoes, 171 
salnts in Si 
148; San 
112, 14 

Livy, 430 

Lombard League, 4, 49 

Longhi, Roberto, 107 

Loredan, Doge Leonardo, by Giovi 

lini, 24:21, 407 

Lorenzetti, The, 176, 197, 340 

Lorenzetti, Ambrogio, 112, 155-102, 164, 
168; Annunciation, 7.19, 162; Good 
Government frescoes, 7.13-7.17, 140, 
155, 157, 158, 159, 173, 174; Madonna 
del Latte, 7.13, 155; Maestà, 7.14, 155; 
Presentation in Temple, 7.18, 150-102 

Lorenzetti, Pietro, 119, 150-153, 100-101, 
105; Assist frescoes, 7.97.11, 150-153; 
Birth of the Virgin, 7.12, 153-155, 15 
160-161, 438; Carmelite altarpiece, 150; 
Madonna and Child (2), 7.8, 7.10, 150, 


Lorenzetti (P.) Shap, work of, 7.11, 150, 

Lorenzo, Fiorenzo di, See Fiorenzo di 
Lorenzo 

Lorenzo di Credi, 356 
























Gimignano frescos Mast 
257 





mi Bel- 





























Lorenzo Monaco, 194-195, 241, 399; Coro- 
mation of the Virgin, 107, 194 

Lorenzo Veneziano, 420; Annunciation, 420; 
Mystic Marriage of St. Catherine, 22.3, 


420 

Lotto, Lorenzo, 521 

Louis IX (France), 24. See also St, Louis 
Luca della Robia, 182 

Luca di Tommé, 163n, 

Lucchese School, 26-32 

Lucian, by Signorelli, 319 

Luther, Martin, 991 





Maccagnino, 524 
Macchiavelli, 182 
Madonna, Alba, Raphael, 21.15, 410 
Annalena, Angelico, 12.10, 250, 208 
‘Ansidet, Raphael, 400 
‘of the Archangels, Perugino, 308 
Avvocata, Roman School, 4.2, 86-87 
of the Baldacchino, Raphael, 402 
Brera, Piero della Francesca, 224 
of the Chair, Raphael, 21.10, 270, 919, 410 
‘of the Cherries, Titan, 20.4, 486. 
and Child, Angelico (several), 12.5, 12.10, 
‘246, 240, 250, 252, 257, 268; Baldo- 
vinetti, 10.25, 214, 327; Gentile Bellini, 
ni Bellini (several), 247 
y 451, 453, 456, 459, 461, 
483; "Jacopo Bellini, 
22.11, 437, 524; Benvenuto di Giovanni, 
345; Bigallo Master, 92, 52; Botticelli 
(several), 14.1, 14.10, 14.11, 274, 275, 
182, 376, 410; Byzantine mosal 
16, 19, 18-19; Caterino. Veneziano 
420; Cimabue (several), 317, 3.18, 
319, 68, 70-72, 74, Tin, 100-108; 
Coppo (3), 3.8, 3.9, 58, 65n, 70, 71, 77, 
95: Coppo Shop, 3.10, 59; Correggio, 
29,10, 548; Crivelli, 23,3, 432; Bernardo 
Daddi, 8,6, 168; Domenico Veneziano, 
details, 10-29, 10.23, 212; Duccio (2), 
5,1, 5:3, 70, 104-107, 108, 198; Gene 
tile da Fabriano, 10.9, 199; Ghirlandaio 
(several), 200-201; Giorgione, 25.8, 
478; Giotto, 6.15, 197-198, 163; Gothic 
sculpture, 72, 1 Bozzoli (sev- 
eral), 257; Guido da Siena (2), 324, 
925, 70n, 76-78; Leonardo, 351; 
Filippino Lippi (2), 15.13, 15.16, 299, 
501, 305; Filippo Lippi (several), 13:3, 
19.4, 13.10, 13.11, 260, 262, 265-270, 
271; A. Lorenzett, 7.13, 155; P. Lore 
zetti (2), 7.8, 7.10, 150, 159; Mag- 
dallen Master, 3.12, 60-61, 65n.; Man- 
tegna (several), detail, 23.4, 23.13, 436, 
430440, 441-142, 518; Margaritone, 
3,30, 82; Simone Martin, 7.1, 149-144, 
147, 149; Masolino, 195; Nelli, 506; 
Neroccio de' Landi, 18,12, 347; Peru- 
gino (2), 16.5, 307, 308, 810; Niccolò 







































































GENERAL INDEX - 591 


di Pietro, 224, 420; Piero di Cosimo, 
336; Piero della Francesca (several), 
111, 216-217, 223, 224, 229; Pinto- 
ricchio, 16-10, 315; Pisanello, 10.4, 1 
Pontormo, 30.1, 554; Raphael (several), 
21.6, 21.16, 21,17, 270, 400, 402, 410- 
411, 538, 544; Roberti, 28.7, 529; Sano 
di Pietro, 185, 340; Andrea del Sarto, 
29,8, 544; Sienese School, 3.28, 75-76; 
Signorelli, 16.16, 319, 331, 339, 4 
Squarciono, 29,1, 431; A. Vivari 
d'Alemagna, 22.7, 424425 

dal Collo Lungo, Piigianino, 904, 558, 











Cowper (2), Raphael, 21.5, 400 

Doni, Michelangelo, 30.2, $76 

Enthroned, See Madonna and Child 

‘of the Frari, Giovanni Bellini, 24.14, 450, 
459 

of the Goldfinch, Raphael, 21.6, 400 

Granduca, Raphael, 400 

of the Harpies, Andrea del Sarto, 29.8, 
544 

Hermitage, Leonardo, 357; Filippino 
Lippi, 299. 

of Humility, Caterino Veneziano, 420; 
Gentile da Fabriano, 192; Filippo Lippi, 
259; Simone Martini, 1980. 











del Latte, A. Lorenzetti, 7.13, 155 
of the Linaiuoll, Angelico, 12.5, 240, 252 
Of the Magnificat, Botticelli, 1410, 281- 





382, 410 

> Ste Maestà 

Meadows, Raphael, 400, 402 

della Misericordia (Pity), Ghirlandaio, 
200-201; Piero della Francesca, Hl, 
216-217, 223 

Morgan, Raphael, 400 

of the Niche, Filippo Lippi, 270 

Ognissanti, Giotto, 6.15, 187-198, 103 








dell Orto, Gentile Bellini, 456 
of the Pomegranite, Botticelli, 14.11, 281 
282, 370, 410 


between Prophets, Romanesque, 1.8, 16- 
17 

of the Quarries, Mantegna, 439-140 

of the Rocks, Leonardo (2), 19,5, 357, 
361; drawing of detail of, 19.6, 961, 373 

in Rose Garden, 192n.; Gentile da Fabri- 
ano, 192; Stefano da Zevio, 10.6, 194 











Rucellai, Duccio, 5.1, 70, 104-107, 108, 
138 
and St, Anne, See St, Anne and the Virgin 





of the Sack, Andrea del Sarto, 29.9, 546- 
5n 

San Giobbe, Giovanni Bellini, 24.13, 456, 
459, 461, 463, 470 

San Zaccaria, Giovanni Bellini, 24.18, 468, 

Sistine, Raphael, 21.17, 410-111, 538, 544 

of the Snow, Sassetta, 357 
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Madonna (Cont.) 
delle Stelle, Angelico, 241. 
Stoclet, Duccio, 5.3, 107, 108 
of the Trees, Giovanni Bellini, 24.15, 459 
Trinità, Cimabue, 3.18, 70, 106-108 
of the Victory, Mantegna, 23.13, 441-442, 
548 


del Voto, Guido Shop, 78-79 

Maestà, Duccio, 5.5, 66, 107, 110-117, 124; 
rear panels of, 5.759, 112, 1185-11 
Lippo Memmi, 112, 143, 257; A. 
Lorenzetti, 7.14, 155; Simone Martini, 
7.4, 173-174 

Maestro delle Vele, 164 

Magdalen Master, 61, 65, 84; Madonna en- 
throned, 3.13, 60-61, 65, 

A t, Andrea da Firenze, 173 

Malatesta, Sigismond, 217, 416; in Piero 
Francesca's, 11.9, 217, 219 

Man with the Glove, Titian, 26.8, 491 

fanfred, 24, 51 

Mannerism, 167, 273, 353-508 

Mantegna, Andrea, 207, 254, 271, 921, 999, 
323, 324, 423, 492-443, 444, 445, 451, 
502, 525, 531; Adoration of the Magi, 
detail, 23,8, 457-439, 451, 453; Camera 
degli Sposi frescoes, 23.11, 439, 440- 
A41, 552; The Dead Christ, 23,10, 440; 
Eremitani frescoes: Beheading of St 
James, 234, 451, 501 und St, James 
Jed to his Execution, 233, 234, 433, 

435; Madonna of the 


















































29.14, 4. 
ge and the Dragon, 234 
St. Luke altarpiece, 436; San Z 
tarpioce, di predella panel, 
Ibyl and Prophet, 
ph of Caesar tapes- 
tries, 441; Triumph of Scipio, 441 
manuscript illumination, 16, 36, 38n., 100 
March panel fresco, Cossa, 28.4, 527 
Marcovaldo, Coppo di. See Coppo di 
Marcovaldo 
Margaritone, 82-89; Madonna enthroned, 
3.30, 89, 95; St. Francis of Assisi, 3.31, 























83 
Maringhi, Francesco, 262; in Filippo Lippi’s 
Coronation of the Virgin, 13.5, 262 
Marriage: See St. Catherine, Marriage of; 

Virgin, Marriage of 
Mars, Venus, and Cupid, Piero di Cosimo, 
394 





Marsyas, Flaying of, Raphael, 403 

Martin V, 241 

Martini, Simone, 142-149, 165, 179, 1925. 
345; Annunciation, 7.6, 148, 162, 
Equestrian Portrait of Guidoriccio, 7.5, 
147, 152, 365; Investiture of St, Martin, 
TA, 146-147; Maestà, 7.1, 112, 1437 
144, 147, 578; Return of the Holy Fam- 








ily from the Temple, 7.7, 149; St, Louis 
of Toulouse enthroned, 7.3, 145, 363 

Martyrdom of St. Catherine, Tintoretto, 
27.19, 512 

Martyrdom of St. George, Paolo Veronese, 
27.19, 519 

Martyrdom of St. Lawrence, Bronzino, 30.9, 
E] 


Martyrdom of St, Sebastian, Antonio 
Follaiuolo, 11.20, 239 

Mary Magdalen. See St. Mary Magdalen 

Masaccio, 190, 197-307, 211, 215, 223, 295, 
230, 256, 250, 200, 208, 365, 309, 400; 
Brancacci chapel frescoes,” 198-208, 
Enthronement of St, Peter, 205, Ex 
pulsion from the Garden, 10.12, 200- 
201, 300; (with Masolino), Raising of 
Tabitha, 10.16, 204-205, St Peter Bap- 
Uising, 10.4, 201, 041, St. Peter En- 
throned, 299, $8, Peter'and Paul revive 
ing the son of a Roman Governor (bes 
gun), 205, and The Tribute Money, 
10.15, 201, 204, 262; (with Masclino?), 
Pie, 1881. (with Masolino), St, Anne 
and the Virgin, 1981, 259; ‘The Tein. 
ity, 10.17, 205, 207, 971 

Maso, 198; works of, 164 

Maso di Banco, 164 

Masolino da Panicale, 105-198, 198-207, 
542, 420, 423, 425; Annunciation, 10,9 
196; Assumption of the Virgin, 10,8, 
196; Brancacci chanel fresches, 198. 
205, 258, 375: (with Masaccio), Ra 
ing of Tabitha, 10.16, 201-205, St 
Peter Preaching, 10.13, 201, 205, and 
Temptation of Adam and Eve, 10.11, 
199-200, 205, 300; Castiglione d'Olona 
frescoes,’ 196, 204: Feat of Herod, 
10.10, 199, 304-205, Madonna, 195; 
(With Masocio?), Pietà, 1095. (with 
Masaccio), St, Anne and the’ Virgin, 
198n, 259 

Mass of Bolsena, Raphael, 21.11, 406-407 

Massacre of the Innocents, Ghirlandaio, 290, 
297; Guida de Siena, 80n, Matteo di 
Giovanni, 18:9, 945; Mazzolino, 28.10, 
532, 534; Tintoretto, 509 

Master of the Right Transept, 164-165; 
Nativity, 83, 105. 

Master of St, Francis of Assisi. Seo St, 
Francis Master 

Master of the St, John altarpiece, 81 

Master of San Martino, dán. 

Master of the Vault Section: 

Mather, F. Ju, Je., cited, 94r 

Maxentius, Battle of, and Constantine, Piero 
della Francesca, 222, 293, 294 

Mazzola, Francesco, See Parmigianino 

Mazzolino, Ludovico, 331, 532, 534; Mas- 
sacre of the Innocents, 28.10, 592, 534 
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Medici family, 250, 254, 260, 273, 275, 280, 
395, 205, 336, 374, 400, 537, 564; Carlo 
de’, 265; Cosimo de’, 181-182, 208, 212, 
248, 255, 274, 974; Cosimo de' I, 597, 
562, 564; Eleanor, Bronzino's portrait 
of, 30.12, 566; Giuliano de', 215, 279. 
280, 335; Lorenzo, 208, 255, 280, 254, 
299, 374, 975 

Meditation over the Passion, Carpaccio, 
25.0, 475, 477 

Meeting of Joachim and Anna, Taddeo 
Gaddi, 8.5, 167, 108n,; Giotto, 6.9, 128, 
167; Filippo Lippi, detail in, 13,11, 
270 











Meeting of St. Anthony and St, Paul the 
Hermit, Sassetta, 18.1, 998 

Meeting of Solomon and the Queen of 
‘Sheba, Piero della Francesca, 222, 223 

Meeting of the Young Pair, Carpaccio, 28.2, 
anm 

Meiss, Millard, cited, 192n,, 169, 1920, 

Meliore di Jacopo (Meliore Toscano), 30- 
61, 65, 84; Christ and four saints, 3.11, 
600, 65n. 

Melozzo da’ Forli, 821-324; Annunciation, 
22; Chris ascending into Heaven, 823; 
Musical Angel, 16:0, 302, 324; Pope 
Situs IV holding Audience, 16.18, 922; 
SS. Apostoli frescoes, 322-323, fra 
ment of, 16.19, 924; Santa Casa vault 
frescoes, 16.50, 923-324 

Messina, Antonella da. See Antonella da 
Messina 

Michelangelo Buonarroti, 20, 100, 182, 279, 
312, 318, 337, 371, 974-996, 397, 400, 
AUT. 413, 483, 499, 500, 504, 500, 508, 
521, 538, 541, 544, 548, 552, 555, 500, 
51, 562, 563, 564; Battle of Cascina, 
engraving and drawing after, 20.3, 20 
577, 54; Dani Madonna. (Holy Fi 
ily), 20.2, 270, 921, 370, 400, 40%, 410; 
other work, 894; Pauline chapel fre 
enen: Conversion of St, Paul, 20.14, 304, 
5560, 561 and Martyrdom of St. Peter, 

2), 20.1, 2015, 

Jure, other, 975: 

self-portraits, 392, 896; Slatine chapel 
frescoes: Adam receiving the Will, 20.6, 
552, 589, Creation of Adam and E 
382-389, Ezekiel, 20.9, 387, The Flood, 
detail, 20.5, 56, 407, God hows 
the Waters, 205, 982, Last Judgment, 
20.12, detail, 20.13, 350, 881, 391-392, 
560, 561, 561, Libyan Sib, 30.10, 357, 
Prophet frescoes, 20.9, 370-380, 386- 
357, St. Schastan, 3013, 392, sibyls 
20.10, 301. 379-380, 386-387, nd 
Temptation and Expulsion, 20.7, 383 

Michelozzo, 248, 250 

Milanesi, Gaetano, cited, 106n. 

Minerva and the Gentaur, Botticell, 250 
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Miralo th Crucis, Filippo Lippi, 15.14 

Miracle of the Slave, Tintoretto, 27.3, 506 

Miracle of the Spini Child, Ghirlandaio, 299 
cle of the Spring, Giotto (?), 6.13, 133 

Miracles of St, Vincent Ferrer, Roberti, 529 

Misericordia, Madonna della, Piero della 
Francesca, 11.1, 216-217 

Mocenigo, Doge Giovanni, by Gentile Bel- 
Tini, 447 

Mohammed I, 446-447; by Gentile Bellini, 
242, 447 

Mona Lisa, Leonardo, 19.11, 357, 358, 965, 
‘366-367, 368, 400, 409 

Monaco, Lorenzo, See Lorenzo Monaco 

monastic orders and monasteries, 5, 4-5, 16, 
17, 22-23 

Montefeltro, Batista da, 22 








Piero. della Francesca's portraits of, 
11.10, 11.11, 227-229, 280, 365 

Morgan Madonna, Raphael, 400 

mosaics, Byzantine, L417, L12, 114, 1 
15, 18-19, 417, 2.4, 29; Cavallini, 4.9, 
05-90; Florence Baptistery, 9.19, 3.14, 
61-60; Giotto, 191, 19, 175 

Moses, Michelangelo, 886; Sithe chapel 
«vole, 10.11, 173, 815, 320-331 

Moses and the Daughters of Jethro, Botti 
ell, 17.2, 326, 946; Rosso Fiorentino, 
304, 557 

Moses, Finding of, Veronese, 516 

Moses striking the Rock, Tintoretto, 509 

Mount Sina, icons of, Tn, 38, 60n,, 77; relies 























Pisanello, 10:5, 199 

langelo, cited, 230. 

Melozzo da Forlì, 16.19, 823 

Mystic ige of St. Catherine, Barto- 
lommeo, 29.2, 402, 505; Lorenzo Vene- 
ziano, 22.3, 420 

Mystical Crucifixion, Angelico, 12.8, 248 








Nativity, Botticelli, 14.14, 287-288; Duccio, 
117; Giotto, 82, 164-165; Guido da 
Siena, 80n., 81; Filippo Lippi, 254-255, 


272 (assisted); Piero della Francesca, 
295, See abo Adoration of the Magi, 
Adoration of the Shepherds 

Naval battle between Venetians and Otto 
TIL (lost), Gentile da Fabri 

Navicella, Andrea da Firenze, 17: 









Neoplatonism, 

Nerli altarpiece, Filippino Lippi, 15.13, 301 

Neroceio de' Landi, 345, 347-349; Claudia 
Quinta, 18.13, 545549; Madonna with 
Child and saints, 18.12, 347; Portrait of 
a Girl, 348 
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I Abbate, 534, 557 
Niccolò de’ 


Niccolò di Pietrò, 420; Madonna enthroned, 
324, 420 

Niccolò da Tolentino, 209, 234; Andrea del 
Castagno's fresco of, 11.16, 209, 233- 
234 


Nicholas II, 51 

Nicholas IIl, 95 

Nicholas IV, 50, 95 

Nicholas V, 252-254, 310, 374 

Noah, by Gozzoli, 171n.; by Filippino Lippi, 
304; by Michelangelo, 883, 386 

Noah and the Flood, Michelangelo, 383; 
Uecello, 207n. 

Noah, Sacrifice of, Michelangelo, 383 














Noli me Tangere, Giotto, detail, 6.10, 129, 
165 

Oertel, Robert, cited, 260, 270 

Olfuer, Richard, cited, 164 

Ognissanti Mado tto, 0.15, 197-138 

Old Man and Boy, Ghirlandaio, 15.9, 298 





Old Testament fresco cycle, at Assisi, 93- 
94; Gozzoli, 257; Raphael, 408; on Sis- 
tine ceiling, 980, 981-386. 

Orcagna, Andrea, 169, 295; Strozzi altar- 
piece, 8.7, 108; Triumph of Death, 173 

Origin, of the Mik Way, Tintoretto, 87.11, 

12 

Orlandi, Deodat 

Ortolano, 531, 594 

Orvieto Madonna, Coppo, 3.9, 05n., 75, 95 

Ovid, 348; by Signorelli, 919 

Ovile Master, 163n. 














See Deodato Orlandi 





pala d'oro, St. Mark's, Venice, 23, 417, 418 

Palma Giovane, (with Titian) Pietà, 26.16, 
498, 500, 301, 502 

Palma Vecchio, 485, 521, 534 

Pan, Signorelli, 16,17, 991, 933 

panel painting, 5-7, 80-88, 260, 575-578 

Pantocrator, Byzantine mosaic, 1.14, 23, 20, 
T 

Paoli di Giovanni Fei, 337. 

Paolo, Giovanni di. Ser Giovanni di Paolo 
Paolo Veneziano, 418, 420; altarpiece, 418; 
Coronation of the Virgin, 22.2, 418 
Paolo Veronese, 302, 516-520, 552; Cana 
Wedding, 27.16, 510; Feast in the 
House of Levi, 516; Feast in the House 
of Simon, 27.18, 516, 519; Finding of 
Moses, 516; Lucia Thiene and daugh- 
ter Porzia, 27.20, 519; Marriage of 5 
Catherine, 519; Martyrdom of St 
George, 27.19, 519; portraits, 519; Rape 
of Europa, 516; Supper at Emmaus, 
27.17, 516; Venice, Queen of the World, 

27.21, 520 
Paradise, Angelico, 12.3, 243; Bartoldo di 
Fredi, 171; Giovanni di Paolo, 18.4; 339 























Paradiso, illustration for, 14.9, 281; quoted, 
248 


Parentucell Tommaso, 181 

Parmigianino (Francesco Mazzola), 558- 
560; decorations, 358; Madonna dal 
Collo Lungo, 90/0, 558, 500; Saints in 
San Giovanni Evangelista, 558 

Parnassus, Mantegna, 29.14, 413 

Paul III, $74, 391, 092, 304 

pazzi, 280 

Pazzus, 65 

Perugino (Pietro Vanucci), 299, 307-312, 
510, 917, 325, 908, 009, 400, 413, 531, 
338, 541; Assumption of the Virgin, 
510; Cambio frescoes, 16.0, 310, 512; 
Crucifiion, 164, 307-308, Entamb- 
ment, 167, 512, 403; Fortitude and 
Temperance with Classical representa- 
tives, 10.6, 310; Handing of the Keys to 
Peter, 174, 307, 330, 300; Madonna of 
the Archangels, 908; Madonna and 
Saints (2), 10.5, 307, 308, 310; Mar- 
riage of the Virgin, 530, 890 Pita, 
16:3, 307, 908, 400; Resurrection of 
Chris, 310, St. Sebastian, 307; (with 
Pintoricehio) Sistine frescoes, 175, 826, 
350 

Persic Sibyl, Michelangelo, 887 

Pesaro, Jacopo, 484, 487 

Pesaro Madonna, Tita 

Pesaro St. Poter, Titian, 26.2, 484 

Pesellino, Francesco, 979 

Petrarch, 148, 180, 335, 490 

Philip le Be, 60 

Philip 11 (Spain), and Titan, 495-190 

Philosophy, personification off Raphael, 403 

Piacenza, Giovanna, 548 

piagnoni, 2B4, 287 

Piccolomini, Francesco, 313; library, 319, 315. 

Perin del Vaga, 560 

Piero di Cosimo, 925, 932-396, 54l; An- 
dromede: panels, 17.8, 934, 541, 543; 
Death of. Procis, 177, 894, 396; Dis 
covery of Honey, 17.6, 935-334, 530; 
Madonna, 996; portraits, 335-396; Res: 
cue of Andromeda, 17. st. John 
the Baptist, 335; Simonetta. Vespuccio, 
17.9, 535; Sistine chapel frescoes, 327; 
Young Warrior in Armor, 836 

Piero della Francesca, 168, 212, 216-990, 
299, 274, 907, 315, 921, 322, 324, 343, 
345, 369, 408, 470,501, 524, 527; Arezao 
{San Francesco) frescoes, 11.3, 219, 
221-228; Annunciation, 11.5, 223, 223, 
Battle of Heraclius and Chosrois, 222 
223, 2247 Battle of Maxentius and Co 
stantine, 222, 223, 224, Dream of Con. 
atantine, 202, 224, Finding and Identi 
fication ‘of the True Cross, 222, 223, 
Heraclius with the Cross before the 
Walls of Jerusalem, 222, Hiding of the 




















26.6, 487, 501 









































Wood, 11,6, 222, 223, 509, Jew Judas 
hauled out of the Dry Well, 222, Last 
Days of Adam, detail, 14, 222, 223, 
and Meeting of Solomon and the Queen 
of Sheba, 222, 223; Baptism of Christ, 
117, 224-225; Brera Madonna, 224; 
Duchess of Urbino, 11.10, 227, 225-2 
280, 365; Duke of Urbino, 11.11, 227, 
228, 280, 365; Flagellation of Christ, 
227, 470; Madonna della Misericordia, 
detail, 11.1, 216, 217, 223, 229; Ma- 
donna del Parto, 11.8, 226-227; Nativ- 
ity, 225; Resurrection’ of Christ, detail, 
119, 227; San Bernardino altarpiece, 
224, 229, Sigismond Malatesta kneeling 
before St, Sigismond, 11.9, 217, 219 
Piero di Puccio, Campo Santo frescoes, I71n. 
Pietà, Andrea del Castagno, 230; Bartolom- 
mco, 29.4, 541; Giovanni Bellini (3), 
24.9, 24.10, 24.19, 453-154, 461; Botti 
celli, 14.13, 286-287; Donatello, 45 
Giotto, 6.11, 129-190, 192, 140; Giotto 
(2) (2), 6.12, 133, 140; Mantegna 
23.10, 440; Masolino-Masaccio, 198n; 
Michelangelo (2), 20.1, 20.15, 875, 990; 
Perugino, 16.9, 907, 308, 406; on Pisan 
Crucifix, 2.11, 36; Pontormo, 90.2, 554- 
555; Andrea del Sarto, 546; Sebastia 
del Piombo, 521; Signorelli, 319n. 
Titan (with Palma Giovane), 20.16, 
498, 500, 501, 502; from Rove- 
vella altarpiece), 28.3, 526 
Pintoricchio (Bernardino di Betto), 307, 
‘912-315, 316; Madonna and Child, 415; 
Madonna enthroned with saints (2), 
16,10, 315; Piccolomini library (Siena) 
decoration, detail, 169, 315; Santa 
Masia (Aracoeli), San Bernardino fres- 
coes 3195 Santa Maria Maggiore 
(Spello) frescoes, 819; Santa Maria del 
Popolo (Rome) frescoes of Sibyls, 
Evangelists, and Church Doctors, 315; 
Vatican. froscoes: Borgia apartments, 
312, 313, Resurrection (with Alexander 
VI), 168, 312-318, and Sistine chapel, 
Baptism of Christ, 17.1, 326 
Pippo Spano, Andrea del Castagno, 11.14, 
2 



































Pisan School, Crucifix (4), 27-2.10, 89-97; 
Pietà, detuil, 2,11, 96 

Pisanello, 193, 832, 420, 423, 428; Doge' 
‘palace frescoes (lost), 446; Madonna 
nd Child with St, Anthony the Hermit 
‘and St, George, 10.4, 193; mule, sketch. 
of, 10,5, 199; St. Jerome, 523; sketch- 
book, 193, 456. 

Pisano, Giovanni, 96, 104, 106, 110, 118, 
134-127, 130, 156-137, 141, 142, 150; 
Annunciation, 6.6, 126; Madonna and 
Child, 6.3, 124; Pistoia pulpit, details, 
64, 6.6, 67, 125, 126-127, 196 
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Pisano, Giunta, See Giunta Pisano 

Pisano, Niccolò, 43, 95, 531, 534 

Pius II, 313, 315; in Pintoricchio's, 189, 315 

Pius III, 313, 315; by Titian, 26.9, 403 

Platina, in Melozzo da Forlis, 10.18, 322 

Plotinus, 243 

Poetry, personified, Raphael, 403 

Poliziano, 276, 293 

Pollatuoli, The, 274, 315, 525 

Pollaiuolo, Antonio, 229, 234, 235-239, 274, 
293, 315, 342, 371, 430; Battle of the 
Ten Nudes, 11.19, 257-238, 369, 371; 
David, 11.17, 235, 307; Hercules and 
Antacus, 11,18, 297, 369, 386; 












gallo chapel (Florence) de 
337r. Saying of the centaur Nessus, 
237; Slaying of the Hydra, 287; tomb 
of Sixtus IV, 901; Villa Gallina frescoes, 





237 

Pollaiuolo, Piero, The Virtues for Merca- 
tanzia (Florence), 297n,, 275 

polygonal dossal, 7 

polyptych, 7; illus, 6 

Pontormo, 318n., 542, 540, 553, 554-555, 
560; Descent from the Cross, 30.2, 554- 
555; The Halberdier, 30,11, 996, 566, 
Madonna and Saints, 30,1, 554; Poggio 
à Cajano frescoes, 544; Villa Reale 
frescoes, 555 

Pope Sixtus IV holding Audience, Melozzo 
da Forh, 10.18, 322 

Pope-Hennessy, John, cited, 245n. 

predella, 7, 574; illus, & 

Presentation, See Christ, Presentation of; 
Virgin, Presentation of 

Primaticelo, 557 

Primavera, Botticelli, 14,5, 270, 279; Tura, 
282, 524-595, 520 

Procession of the Magi, Gozzoli, detail, 
12.14, 255-256 








Procession in St. Marks Square, Gentile 
Bellini, 243, 448, 450 






Melozzo da Forlì, 329-924 Mi- 

chelangelo, 20.9, 979-380, 386-387 

Protestant Reformation, 391, 419, 560, 568 

Pucci, Antonio, cited, 19n. 

Pugliese, Francesco del, 332 

Punishment of the Gamblers, Andrea del 
Sarto, 29.5, 541 

Punishment of the Rebel Angels, Beccafumi, 
30.5, 558 

putto(i), Donatello, 9.10, 187, 574; Andrea 
del Sarto, 546 








Quariento, 431 
Queen Esther, Andrea del Castagno, 233 
Queen Tomyris, Andrea del Castagno, 233 
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Quinta, Claudia, 348-349; by Neroccio de’ 
Landi, 18.19, 348, 349 


Raffaldini, Arturo, 527 

Raniero d'Ugolino, 41, 43, 44; (possibly) al- 
tarpiece, 44n.; Crucifix, 43, 44 

Raising of Lazarus, Duccio, 117 

Raising of Tabitha, Masolino-Masaccio, 
10,16, 204-205 

Rape of Europa, Francesco di Giorgio, 346; 
Paolo Veronese, 516; Titian, 20,13, 496 

Raphael Sanzio, 182, 219, 307, 310, 313, 
330, 537, 872, 376, 978, 391-419, 493, 
521, 534, 538, 548, 553, 558, 561; Alba 
Madonna, 21.15, 410; Ansidei Madonna, 
400; Belle Jardinère, 400; Coronation 
of the Virgin, 399; Cowper Madonna 
(2), 21.5, 400; Crucifixion, 399; Cupid 
and’ Psyche, 408; Entombment, 21,7, 
312, 403; Galatea, frontis, 21.18, 407- 
408; Granduca Madonna, 400; Madonna. 
of the Baldacchina, 403; Madonna of 
the Chair, 21.16, 370, 919, 410; Ma- 
donna of the Goldfinch, 21.6, 400; 
Madonna of the Meadows, 400, 402; 
Marriage of the Virgin, 21.8, 399-400; 
Morgan Madonna, 400; St, Peter tap- 
estries, Alin, 361; self-portrait, 398; 
Sibyls, 301, 407; Sistine Madonna 

410411, 508, 544; Tempi Ma- 

400; Three Graces, 21.2, 398- 

399; Transfiguration, 21.18, 415, 553, 
560; Trinity, 312; Vatlcan Loggie fres- 
coes: 408, 560, 501; Vatican Stanze 
frescoes, 403-407, 560, 501: Fire in the 
Borgo, 21.11, 407, 558; Glorification of 
the Sacrament (Disputa), 21.8, 302, 
404-405, 406, 538, Mass of Bolsen 
21.11, 406-407, and School of Athens, 
21.9, 404, 405-406; Vision of the Young 
Knight, 21.1, 305, 399. 

Raphael's pupils, 560-561 

Recovery of the Relie of the Holy Cross, 
Gentile Bellini, 24.4, 448, 472 

Reform of the Carmelite Order, Filippo 
Lippi, detail, 19.1, 259 

Rembrandt van Rijn, 509 

Renaissance, introduction to, 179-188 

Rescue of Andromeda, Piero di Cosimo, 17.7, 
334, 541, 543 

Resurrection. See Christ, Resurrection of; 
Virgin, Resurrection of 

Return from the Hunt, Piero di Cosin 
333 

Return of the Holy Family from the Temple, 
Simone Martini, 7.7, 149. 

Riccobaldo of Ferrara, 181, 182 

Rimini School, St. Francis receiving the 
Stigmata, 136 

Ripparger, Helmut, 219n. 
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Road to Calvary, Andrea da Firenze, 173; 
Tintoretto, 27.9, 223, 509 
Roberti, Ercole de, 5 





donna enthroned (2 ] 
fanoia palace frescoes, 28.6, 529. 

Roberts, Helen L, cited, 474n. 

Robusti, Jacopo, See Tintoretto 

Roman School, Anagni frescoes: Elders of 
the Apocalypse, detail, 44, 89, 91; 
Assisi frescoes; 4.7, 91-05, Esau before 
Isaac, 48, 94; Christ enthroned, 4.3, 87- 
88: Madonna Awocata, 42, 86-87; 
Prophet roundel, 4.6, 91, 94; Subiaco 
frescoes: Episodes from life of St. Bene- 
dict, 4.5, 91 

Romanesque’ painting, 8, 16-18; Madonna 
between Prophets, 18 17 

Romano, Giulio, 560, 564, 566; frescoes, 561 

Rosselli, Cosimo, 825, 330, 332, 535, 541; 
Last Supper, 17.5, 331; Sistine frescoes, 








Rosso, Fiorentino, 542, 540, 556-557, 500; 
Assumption of the Virgin, 558; Descent 
from the Cross, 30:3, 556-557; Moses 
and the Daughters of Jethro, 3044, 557 

Roverella altarpiece, Tura, detail, 28.9, 525- 
326 














Rubens, Peter Paul, 163n., 490, 495, 503 

i, Duccio, 8.1, 104-110 
106 
ich, Giovanni Francesco, 543; St, John 
Preaching, 543 
i, Filippo, 91, 03, 95, 99. 
Ryan, Granger, 210n, 













Sacred and Profane Love, Titian, 20,3, 480, 
401, 509, 521 

St. Andrew, Venetian-Byzantine, 22.1, 418 

St. Anne and the Virgin, Bartolommeo, 538; 
Leonardo, 19.7 (cartoon), 358, 301, 
872, 400, 402; 19.3 (painting), 357- 
355, 361, 307, 308, 372-375; Masolino- 
Masaccio, 198n,, 259 

St. Anthony, Titian, 485 

St. Anthony the Abbot and St. Paul the. 
Hernit, Sassetta, 388 

St. Augustine, 243; Gozzoli, 257; in his Study 
(B), Botticelli, 153, 292; Carpaccio, 
(Tán. 

St. Barbara, in Raphael’, 21.17, 410, 538; 
van Eyck, 440 

St. Bartholomew, Michelangelo, 394 

St Benedict, 88; Roman School, 45, 91; 
Signorelli, 515-316 

St. Bernard, Sarto, 546; Vision of, Bartolom- 
meo, 538; Filippino Lippi, 15.16, 300, 
336, 538 

St. Bonaventura, 66, 400 

St. Catherine, 43; Marriage of (3), Bar- 
tolommeo, 29:2, 402, 538; Lorenzo Ve- 











neziano, 22.3, 420; Paolo Veronese, 519; 
Martyrdom of, Tintoretto, 27.13, 512; 
Mt. Sinai monastery of, Tn., 35, 43; 
relics of, 43. 

St. Catherine altarpiece, 2.17, 43 

Cecilia altarpiece, 1531. 

Cecilia Master, 139n. 

St. Christopher, Cavallini, 96; Carrying the 
Christ Child, Bono da Ferrara, 524 

St, Grisogono, Giambono, 22.6, 423 

; Dominic, 4, 173, 248, 250; Knecling at 

feet of the Crucified, Angelico, 248, 250 

St, Francis of Assisi, 4, 32, 3, 47, 63, 66, 
68, 91, 98 

Appearing to the brothers at Arles, Giotto, 
140 

fresco series: Assisi, 102, 199, 136, 140, 
details, 4.17, 6.19; Florence, Santa 
Croce, Giotto, 198-140, detalls, 6116, 
6.17; Florence, Santa Trinità, Ghirlan- 
daio, 155, 298, 205, 336; Montefalco, 
Gozzoli, 254, 256, 257, detail, 12.13 

portraits, Margaritone, 3.91, 83; St. Frane 
cis Master, 2.14, 40. 

Receiving the Stigmata, Assisi, 156; detail 
of Bonaventura Berlinghieri's, 2.5, 32; 
Giovanni Bellini, 24.12, 456; Domenico 
Veneziano, 219; Ghirlandaio, 299; 
Giotto Shop, 163; Rimini School, 196 

Renouncing his fathers Wealth, Ghirlan- 
daio, 299; Giotto, 140 

Sermon (Preaching) to the Birds, detail 
‘of Bonaventura Berlinghíerfs, 2.0, 183; 
thirteenth-century Florentine School, 
detail of, 3.3 

Verification of the Stigmata, Giotto (?), 
183, 135-136 

St. Francis altarpiece, Bonaventura Berli 
glicri, 2.5, 92, 96, 40; Florent 
School, 9.3, 52-59, 104; Giunta School, 
2.15, 40 

St. Francis Master (2), 99-40, 72m, 74, 05, 
183m; Crucifs, 2.1, 99; St. Franciss 
portrait, 214, 40 

St. George, und the Dragon (3), Curpaceio, 
25.4, A74; Mantegna, 29.9, 440; Tinto- 
retto, 512; Martyrdom of, Paolo Vero- 
Dese, 27.19, 519; with St. Anthony the 
Hermit, Pisanello, 10.4, 193 

St. George, School of. Seo School of San 
Giorgio 

St. Giovanni Gualberto, Sarto, 546 

St. James, led to his Execution and Exe- 
cuted, Mantegna, 29.3, 25.4, 254, 433- 
435; with altar Boys, Andrea del Sarto, 
546 

St. Jerome, Pisanello, 523; in the Desert (3), 
Giovanni Bellini, 521; Cima da Conegli- 

4, 957, 360; in 
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152, 289, 291-292, 474; Last Com- 
munion of, Botticelli, 285; and the Lion, 
Carpaccio, 25.4, 474 

St, Jerome altarpiece, Squarcione, 431 

St. John the Baptist, 1.12, 1.19, 21, 3.14, 

63, 88; Giovanni Bellini, 461; 

98; Cossa, 529; Domenico 

Veneziano, 10.22, 212; Duccio, 104; 

Giotto, 123, 198; Leonardo, 19.14, 358, 

367, 969; Oreagna, 8:7, 109; Piero di 

Cosimo, 335; Raphael, 21.6; St. John 

Master, 9.29, 81-82; Andrea del Sarto, 

546; Venetian-Byzantine, 418; Baptiz- 

ing, Andrea del Sarto, 39.7, St; Do- 

‘capitation of, Andrea del Sarto, 544; in 

the Desert (3), Filippo Lippi, 13.7, 265, 
j; Giovanni di Paolo, 18.3, 339; Do- 

nenico Veneziano, 1033, 

ing (4), Jacopo 12, 498, 

Ghirlandaio, 296; Filippo Lippi; 13.7; 
Rustici, 543; Andrea del Sarto, 549 

St. John the Eva Cavallini (attrib 
ted), 98; Cimabue, 9.15, 00, 67, 68: 

250, Filippino 











































Lippi, 304 

St. John Master, 81-82; St. John the Baptist, 
9.20, 51-3 

St, John, School of, See School of San Gio- 
vanni 

Lawrence, Angelico, 252-259, 254 

St. Louis, Bonfigli, 307 

St. Louis of Toulouse Enthroned, Simone 
Martin, 7.3, 145, 905 

St. Lucy altarpiece, “Domenico Veneziano, 
details, 10.22, 10.23, 212, 

Luke altarpiece, Mi 

Mark, Bartolo 

















484-485; Finding ol th 
Body of, Tintoretto, 27.4, 500, 508, 
Miracle of, Tintoretto, 27.3, 505-506; 
Preaching in Alexandria, Gentile and 
Giovanni Bellini, 24,5, 450 
St. Mark, School of. See School of San Marco 
Martin, Investiture of, Simone Martini, 
7A, 146-147: Mass for, Simone Mar- 
tini, 146-147 
St. Mary of Egypt, Tintoretto, 509 
St. Mary Magdalen, Cimabue, 68; dossal of, 
61; Giotto, 6.10, 129; Giottos Shop, 
165; Tintoretto, 27.7, 509; Titian, 503 
St. Matthew, Cimabue, 68 
St. Michael, Assisi, 67; Bourges, 21; by 
SGiambono, 425 Andrea del Sari, 34; 
'orcello, 21 
St, Michael altarpiece, Florentine School, 
3.4, 53, 54 
St. Paul, Asisi, 68; Giovanni Bellini, 461; 
Cavallini, 4.9, 96; Michelangelo, 20.14, 
304; Tort, 8, See olo SS, Ier and 
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St. Paul the Hermit, in Sassetta's, 18.1, 338 

St. Peter, Giovanni Bellini, 461; Cavallini, 
49, 96; Cossa, 329; Raphael, 411, 
Torriti, 98; Baptizing, Masaccio, 10.14, 
301, 341; Delivered from Prison, Filip" 
pino Lippi, 15.11, 300; Ma- 
saccio, 299; Preaching, Masolino, 10.13, 
201, 205; Reviving the son of a Roman 
Govemor, Masaccio, 205. See also SS. 
Peter and Paul 

St. Peter altarpiece, St. Peter Master, 3.28, 
80-81 

St. Peter Martyr, 104, 173, 175; Enjoining 
Silence, Angelico, 248; Murder of, Glo- 
vanni Bellini, 484 

St. Peter Master, 80-81; St, Peter altarpiece, 
3.28, 50-81 

St. Philip, Leonardo, 361; Andrea del Sarto, 
541; Exoreising the Dragon, Filippino 
Lippi, 15.15, 304 

St. Sabina altarpiece, A. Vivarini-d’Alemagna, 
detail, 22.5, 425 

St, Sebastian, Antonello da Messina, 24.25, 
470; Gozzoli, 257; Michelangelo, 20.13, 
392; Perugino, 307: Pollaivolo, 11.20, 
230 . 


St. Stephen, Angelico (2), 252, 253; Funeral 
‚of, Filippo Lippi, 13.8, 265, 272 

St. Sixtus, in Raphael’, 21:17, 411, 538 

St. Sylvester, Reviving the Bull, Pesellino, 
273; Reviving two Magicians, Maso di 
Banco, 8.1, 164 








Firenzes, 





in Filippino 

Lippís, 15.14, 302; Triumph of, over 
the Heretics, Filippino Lippi, 303 

St. Ursula series, Carpaccio, 25.1, 252, 472 

St, Vincent Ferrer, Miracles of, Roberti, 529 

SS. Peter and Paul, Tort, 8; before the 
Proconsul, Filippino Lippi, 300; Rais- 
ing the son of Theophilus, Masaccio, 
300; Recommending Bertoldo Stefane- 
schí to the Virgin, Cavallini, 49, 96. 

Salerno (son of Coppo di Marcovaldo), 57, 
58, 50; (with Coppo), Crucifs, 3.7, 59 

Salviati, 506, 

San Bernardino, Pintoricchio, $12; Miracle 
of, San Bernardino Master, 162, 307 

San Bernanlino altarpiece, Piero della Fran- 
cesca, 224, 229 

San Bernardino Master, A Miracle of San 
Bernardino, 162, 307 

San Giobbe Madonna, Giovanni Bellini, 
24.13, 456, 459, 461, 463, 470 

San Martino Master, Madonna altarpiece, 
218,44 

San Rocco. See School of San Rocco 


‘San Romano. See Battle of San Romano 

Sandro, Amico di, 299 

Sansovino, Jacopo, 543; Baptism of Christ, 
543; portrait of, Tintoretto, 27.15, 513 

Sant” Agnese, Stefano di, 420 

Santa Fina, 259-290; Death of, Ghirlandaio, 

290; Funeral of, Ghirlandaio, 15.1, 290, 

a 

Sanzio, Raphael. See Raphael Sanzio 

Sarto, Andrea del, 372, 538, 541-547, 553, 





Savonarola, 284, 285, 287, 375, 402 
Scaligers, the, tombs of, 147 
School ot Athens, Raphacl, 2 








of San Giovanni Evas 
gelista, 448; of San Marco (St. Mark 
446, 448, 505; of San Rocco, 508, 510, 
511; of St. Ursula, 471 

schools (scuole), Venetian, 446 

scriptorium(a), ôn., 574 

Scrovegni family, 120; Enrico, 124, 305 

Sebastiano del Piombo, 521; Pietà, 521 

Serwon to the Birds. See St. Francis, Sermon 

serpentinata, 558 

Servites, Order of, 50, 55; Madonnas for, 3.8, 
3.9, 335, 58, 78 

Sforza family, 354; Ludovico, 354, 857, 
523n. 

Sibyl, Hellespontine, 4980.; Libyan, Michel- 
angelo, 20.10, 387; and Prophet, Man- 

PEL il 
+ Ghitlandaio, 293; Filippino Lippi, 
301, 802; Michelangelo, 20.10, 379-380, 
‘387; Pintoricchio, 312, 313; Raphael, 
408 


Sienese School, Christ in Glory and Miracles. 
of the Holy Cross, 3.28, 75; Madonna 


|, 329, 75-76 
Sigismond Malatesta 





Signorelli, Luca, 915-921, 323, 324, 325, 
'332, 333; Crucifixion, 16.15, 319; Flag- 
ellation of Christ, 915; Holy Family 
tondo, 319; Madonna and Child, 16.16, 
519, 321, 333, 410; Madonna enthroned, 
319; Orvieto frescoes, 316-319: the 
Blessed, 16.12, 316, 318, 324, the 
Damned, 10.13, 316, 318, Dante, 16.14, 
319, Pietà, 319n. Preaching of the Anti- 

, and Resurrection of the 

Dead, $17; Pan, 16.17, 921, 335; Santa 

Casa frescoes, 315; Sistine chapel fres- 

co: with Bartolomeo della Gatta), 

1, 315, 330-331; Virgin in Glory, 

















319 

sinopia(e), 171n, 574 

Sistine Madonna, Raphael, 21.17, 410-411, 
535, 544 

Sixtus IV, 95, 280, 291, 901, 822, 323, 825, 
320, 931, 974, 400° 

sketchbooks, of Jacopo Bellini, 428, 456; of 
Leonardo, 355; of Pisanello, 199, 456 

Slaying of the centaur Nessus, Antonio Pol- 
latuolo, 297. 

Sleeping Venus, Giorgione, 25.12, 482, 492 

luter, Claus, Well of Moses, 186 

Alastair, cited, 133m., 1835n. 

Sodoma, 406, 558 

Soldier and the Gypsy, Giorgione, 25.10, 

480 

criou, George, cited, 38r. 00n. 

Sotio, Alberto, 45; Crucifix, 4.20, 45, 47 

Spoletan Crucifi, 2.21, 47 

Sposalizio, See Marriage of the Virgin 

Squarcione, Francesco, 423, 431-432, 495, 
444, 524, 525, 520; Madonna and 
Child, 23.1, 431; St Jerome altarpioce, 
431 

stained plass, Andrea del Castagno, 230; 
Ducelo, 5.4, 109-110; Gothic, 3, 106, 
10 

Stofaneschi, Bertoldo, in Cavallini's, 4.9, 06; 
Cardinal, 151; Stefaneschi altarpiece, 
155n. 

Stefano (pupil of Giotto), 164 

Stefano di Sant” Agnese, 420 

Stefano da Zevio (Stefano da Verona), 193; 
Madonna in Rose 

Storm in the Alps, Leonardo, 

Strangling of Antieus, A. Pollaiuolo, 11.18, 
237 

Strozzi, Filippo, 302; Pala, 490; Zanobi, 
245-248 

Strozzi altarpiece, Andrea Orcagna, 87, 109 

suppedancum, 29, 574 

Supper at Emmaus, Duceio, 112; Paolo 
Veronese, 27.17, 516 
































Tafi, Andrea, 65 
tapestries, Mantegna, 44l; Raphael, 411n., 
516 
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Tedici family, 41,44 

Tedici, Enrico di, 41, Crueifis, 210, 41, 43 

Tedici, Ugolino di, 41, 43 

Tempest, The, Giorgione, 25.10, 489 

Tempi Madonna, Raphael, 400 

Temptation of Adam and Eve, Masolino, 
10.11, 199-200, 201, 205; Michelangelo, 
20.7, 383; Raphael, 403; Tintoretto, 506 

Temptation of Chis, See Chit, Temptation 

Testament and Last Days of Moses, Signo- 
relli Bartolomeo della Gatta, 16-11, 315, 
330-331 

Thiene, Lucia, and daughter Porzia, Paolo 
Veronese, 27.20, 519 

Theology, personified, Raphael, 403 

‘Three Ages of Man, Titian, 485, 486, 521 

‘Three Fates, Greek sculpture, 1.3, 8 

‘Three Graces, Raphael, 21.2, 398-309. 

Tiepolo, Giovanni Battista, 519 

Tintoretto (Jacopo Robusti), 501, 504-516, 
552; Cina Wedding, 27.5, 508; Corona- 
tion of the Virgin, 515; Crucifixion (San 
Cassiano), 27.12, 512; (with Domenico 
Tintoretto), Dream of St, Mark, 512, 
514; Finding of St. Marks Body, 2744, 
506, 505; Last Judgment, 504-505; 
Supper, 27.14, 508, 514-515; Mu 
dom of St, Catherine, 27.19, 512; M 
acle of the Slave, 27.3, 500; Origin of 
the Milky Way, 27.11; 512; Presentation. 



























of the Virgi 

the Dragon, 512; San Rocco canvases, 
508-500; Annunciation, 27.6, 509, Care 
ming of the Cross, 27.9, 223, 509, 





Christ before Pilate, 509, Crucifixion, 

detail, 27.8, 509; Flight into Egypt, 

‘500, Gethsemane, 27.10, 509, Massacre 

of the Innocents, 509, Moses. striking 

the Rock, 500, St. Mary of Egypt, 300, 
Mary Magdalen, 27.7, 509, and Visi- 

tation, 509; Jacopo Sansovino, 27.15, 
515; Worship of the Golden Calf, 27.1, 
504 

Tintoretto, Domenico, 514n. 

Titian (Tiziano Vecellio), 892, 400n., 451, 
459, 461, 405, 400, 477, 480, 482, 483- 
503, 504, 515-516, 521, 531, 534, 578; 
The Ariosto, 491; Assumption of the 
Virgin, 26.5, 486-487, 490, 301, 502, 
516; La Bella, 492, 502; Christ before 
Pilate, 494, 502; (with Giorgione), The 








Concert, 482; Crowning of Thorns, 498; 
Danaé, 21.11, 494-495, 501; Entomb- 
ment of Christ (3), 26.13, 26,14, 490, 
496-498; Ferrara palace paintings, 405- 





and Ariadne, 26.7, 
vanni Bellini), Feast of the Gods, 24.20, 
534 and Worship of Venus, 490, 5: 
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Flora, 490; Gethsemane, 498; Gypsy 
Madonna, 26.1, 483-484; Jacopo Per 
saro presented ‘by Pope Alexander VI 
to St. Peter, 203, 484; (with Gior- 
sione), Knight of Malta, 482, 485; Lady 
with the Mirror, 490; Madonna of the 
Cherries, 20,4, 486; Man with the 
Glove, 268, 491; Mary Magdalen, 503; 
Pesaro Madonna, 20.0, 487, 301; (and 
Palma Giovane), Pietà, 26.18, 498, 500, 
501, 502, Pope Pius IIl, 26.9," 493; 
Portraits, 491-199, 495, 516; Presenta- 
tion of the Virgin, 26.10, 499-494, 501, 
505; Rape of Europa, 96,12, 496; Sa: 
cred and Profane Love, 26.3, 486, 491, 
502, 521; St. Anthony frescoes, 485; St. 
Mark altarpiece, 484-485; sell-portrait, 
20.17, 500; Three Ages of Man, 485, 
488, 521; Transfiguration, 26.15, 498; 
Tribute Money, 486, 490, 502; Venus 
Anadyomene, 491; Venus Urbino, 482; 
Venus canvases, 492, 490 

Tizio, 80 

Tobias and the Three Angels, Filippino 
Lippi, 299 

Tommé, Luca di. See Luca di Tommé 

tondo form, 269, 270, 279; some examples, 
15.11, 13.13, 14.10, 14.11, 15.10, 208 

Tomabuoni family, 332; Giovanna, 296, 
208; Giovanni, 295; Lorenzo, 280 

Tort, Jacopo, 93, 95, 99; tomb mosaic, 08 

Traini, Francesco, Vin, 172-179, Last 
Judgment and Inferno, 171, 171n.; Life 
af the Anchorite Hermits, 89, 179-173; 
‘Triumph of Death, 89, 171n,, 172-173, 
174, 257 

Transfiguration of Christ, Seo Christ, Trans- 
Auration of 

‘Trial by Fire before the Sultan of Morocco, 
Ghirlandaio, 203 

Tribute Money, Masaccio, 10.15, 201, 204, 
262; Titian, 486, 400, 502. 

‘Trinity, The, Masaccio, 10.17, 205, 207, 271; 
Raphael-Perugino, 312 

triptych, 7, Mus., 6 

Triumph of Caesar, Mantegna, 441 

Triumph of Death, Orcagna, 173; Traini, 
B9, 71m, 178-179, 174, 257 

Triumph of Scipio, Mantegna, 441 

Triumph of the Virtues over the Vices, 
Filippino Lippi, 902; Mantegna, 449 

Tura, Cosimo, 524-520, 527, 529, Prima- 
vera, 288, 524-525, 528: Roverella al 
tarpiece, detail, 283, 525, 526 

Two Venetian Courtesans, Carpaccio, 255, 
475 






































Uccello, Paolo, 207-211, 215, 216, 371, 425, 
431; Battle of San Romano, 10.90, 209- 
211, 224, 909; Creation of Adam, 10.18, 





207; Equestrian portrait of Sir John 
Hawkwood, 10.19, 207-208, 233-234; 
The Hunt, detail, 10.21, 211; Noah and 
the Flood frescoes, 207n.; portraits, 365; 
Prophet heads, 271 

Ugolino, Ranieri d’. See Ranieri d'Ugolino 

Urban IV, 24 

Urbíno, Duchess of, 227, Duke of, 227, 299, 
321, 400, 492, Piero della Francesca's 
portraits of, 11.10, 11,11, 227-228, 250, 
365; Titian's portraits of, 492 





van der Weyden, Roger, 524 

van Dyck, Anthony, 495 

van Eyck, Jan, 215; St. Barbara, 440 

van Eycks, The, 531 

van Ghent, Justus, 321 

yan Marle, Raymond, cited, 63 

Vanni, Andrea, 169n, 

Vanucci, Pietro, See Perugino 

Vasari, Giorgio, 26, 65, 60, 67, 82, 93, 100, 
119n, 132, 197, 198, 208, 215, 219, 250, 
273, 820, 331, 377, 978, 431, 446, 543, 
5661-566; Forge of Vulcan, 30.10, 564 

Vavalà, Evelyn Sanburg, cited, 29n., 43. 

Vecchietta, 542, 345; Adam and Eve, 18.7, 
o 











Vecchio, Palma. Sce Palma Vecchio 

Velásquez, Diego, 495, 512 

Venetian-Byzantine, St. Andrew, 22. 

Veneziano. See Antonio Venezian 
Veneziano; Domenico Venezian 
tenzo Veneziano; Paolo Veneziano 

Venice, Queen of tho World, Paolo Vero- 
nese, 27.21, 520 

Venus, Giovanni Bellini, 464; Classical sculp- 

279; Anadyomene, Titian, 491; 

of, Botticelli, 14.6, 279 

Venus paintings, Paolo Veronese, 519-520; 
Titian, 492, 496 























Vergil, 145, 180, 387; by Signorelli, 919 
rification of ‘the Stigmata, Giotto (?), 
183, 195-136 

Vermeer, Jan, 224, 501 





Veronese, Paolo. See Paolo Veronese. 
Vetocchio, Andrea, 275, 291, 354, 358, 357; 
Baptism of Christ, 19.2, 356; sculptures, 





354 

Vespucci family, 290, 291; Amerigo, 21 
Simonetta, 275, 279, 380, portrait of, 
Piero di Cosimo, 17.9, 855 

Vices, personified, A. Lorenzetti, 7.15, 155, 
150 

Vierge Dorée (Amiens), 1.10, 18-19, 20, 145 

Villard de Honnecourt, 193 

Vinci, Leonardo da. See Leonardo da Vinci 

Virgin, The, 29, 50, 104, 111; Assumption 
of, Angelico (2), 12.1, 123, 241; Cim 
bur, 65; Correggio, 20.13, 552; Duccio, 
54, 109-110; Filippino Lippi, 302; 




















Filippo Lippi (2), 264, 272, 302; Maso- 
lino, 10.8, 196; Matteo di Giovanni, 
18.8, 343, 345; Perugino, 310; Roso 
Fiorentino, 556; Andrea del Sarto (2), 
546; Titian, 26.5, 486-487, 490, 501, 
502, 546 

Betrothal of, Ghirlandaio, 298 

Birth of, Ghirlandaio, 15.7, 296, 297; 
Filippo Lippi, 13.11, 270; P. Lorenzetti, 
7.12, 153-155, 159, 160-161, 436; An- 
rea del Sarto, 29.0, 542 

Coronation of, Andrea del Castagno, 230; 
‘Angelico (2), 124, 126, 245, 246, 
262; in Book of Hours, 190; Botticelli, 
14.12, 284-285, 287, 902; Correggio, 
550; Duccio, 5.4, 110, 119: Giotto 
Shop, 163; Filippo Lippi, 13.5, 262, 
273; Lorenzo Monaco, 10.7, 194; Paolo 
Veneziano, 418; Raphael, 399; Tinto 
retto, 515; A. Vivarini-d'Alemagna, 
22.9, 425, 426 

Death and Assumption of, Ghirlandaio, 


296 
in Glory, Signorelli, 319 
Marriage of, Perugino, 330, 3090, Raph- 
‘acl, 21.8, 399400 
Presentation of, in Book of Hours, 190; 
"Tuddeo Gaddi, 84, 167, 190; Ghirlan- 
duo, 296; Giotto, 505: Tintoretto, 27.2, 
505; Titian, 20.16, 499-494, 501, 505 
Resurrection of, Ducclo, 84, 109 
Virtues, personified, Francesco di Giorgio, 
‘346; A. Lorenzetti, 7.15, 155, 157, 150; 
Polluiuolo-Botticell, 237n, 275 
Vision of Bishop Guido of Assisi, Giotto, 140 
Vision of St. Berard, Bartolommeo, 538; 
Filippino Lippi, 15.16, 500, 936, 538 
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Vision of the Young Knight, Raphael, 21.1, 
398, 399 

Visitation, Ghirlandaio, 206-297; Giotto, 
129; Tintoretto, 509 

Viti, Timoteo, 598 

Vivarini, The, 423, 491, 521 

Vivarini, Alvise, 426, 521 

Vivarinî, Antonio, 423-426; (with Giovanni 
d'Alemagna), Adoration of the Magi, 
423; (with Giovanni d'Alemagna), al- 
tarpleces (3), 227, 22.8, 423-125; 
(with Giovanni d'Alemagna ), Corona- 
tion of the Virgin, 22.9, 425, 426; Vati- 
can. Gallery altarpiece, 426 

Vivarini, Bartolomeo, 426. 

Vulcan and Aeolus, Piero di Cosimo, 839, 
333 











Walker, John, 466. 

White, J., cited, 190n. 

wineskin motif, 29, 59, 55 

Woman with the Ermine (La Belle Fer- 
ronibro), Leonardo, 857 

Worship af the Golden Calf, Tintoretto, 
27.1, 504 

Worship of Venus, Titian, 490, 532 





Young Englishman, Titian, 402 
Young Warrior in Armor, Piero di Cosimo, 
336 





Zaccaria, Melozzo da Forli, 823-324 

Zaccharias and the Angel, Ghirlandato, 206 
‚car, Federico, 566 

ccato, Sebastian, 483 
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"ito; Copy, Madonna, 20.1. (59.454; 
Madonna of the Cherries, 26.4, 456 





BELGIUM 
Antwerp 

al Museum 

tian: Pesaro St. Peter, 20.2, 484 


Stocklt Collectio 
"Duccio: Madonna and Child, 53, 107 


CANADA 
Ottawa 
National Gallery of Canada 
Piero di Cosimo: Vulcan and Acolus, 332, 


ENGLAND 
Birmingham 
Barber Institute 

Matteo di Giovanni: Madonna, 343 


Cambridge 
Fitzwilliam Museum 
Domenico Veneziano: lunette and predella 
Panel from St. Lucy altarpiece, 212 


Hampton Court 
Royal Palace 
Antonello da Messina: Pietro Bembo, 470 
Mantegna: Triumph of Caesar tapestries, 
Goa 


Liverpool 
Walker Art Museum 
Simone Martini Return of the Holy Fame 
‘ly from the Temple, 7.7, 149 


London 
Benson Collection. 
o: Christ Parting from His 
‘other, Sit 
Br vater House 
‘Titian: Diana and Actacon, 496; Three 
Ages of Man, 455, 486; Venus Ana- 
dyomene, 491 
Prien Bel: Notebooks, 428 
ete Tee Fae 
drawing, 396. 


igelo: Cruci 
Burlington House 
Leonardo: cartoon for St. Anne and the 
Yirgo, 191, 357, 358, 361, 972, 400, 


National Gal 
"oni de 





Messina: Crucifixion: 24.22, 

‘465-469; St. Jerome in his Study, 24.23, 

469; Seli-portrait (9), 470. 

Gentile Bellisi: Mohamined II, 242, 447 

Giovanni Bellini: Christ in Geihsemane, 
248, 453; Doge Leonardo Loredan, 
34:21, 467; Murder of St, Peter Martyr; 
464 


Benvenuto di Giovanni: Madonna altar- 


piece, 345 

Botticelli: Nativity, 14.14, 287; Portrait 
‘of a Young Man, 19.12, 366; Venus and 
Mars, 14.7, 279-280 

Duccio: Maestà predella panels (2), 117 

Leonardo (assisted): Madonna of the 
Rocks, 857. 

Mastspu; Cutemson, Ef, 487; Tit- 
‘umph of Scipio, 441 

Margaritone: Madonna dossal, 82-83 

Matteo di Giovanni; Assumption of the 
Virgin, 18.8, 343, 345 

Perugino: Madonna of the Archangels, 


Piero di Cosimo: Battle of the Centaurs 
and Lapiths 339; Death of Proctis, 
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177, 834, 996, Young Wario in Ar- 


or, 336. 
Piero della Francesca: Baptism sb Choi, 
11.7, 224-225; Nativity, 224-22: 
Pintrkchig Mcdonna apd Child, 35 
Pisanello: Madonna and Child with St. 
Anthony the Hermit and St. George, 
104. 109; St. Hubert, and ihe Sta, 
195; St, Jerome, 325-524 
A. Pollaiuol sing (5), 287; Mar 
ebro of St “Sept 1:20, 238 
jel; Ansidei Madonna, 400; Cruci- 
don, 399, Julius lI n; 
Vision of the Young Knight, 
90 


Sassetta: St, Francis panel, 338 
Tintoretto: Origin of the Milky Way 
11, 512; St, George and the Dragon, 


5i 

‘Titian: The Ariosto, 491; Bacchus and 
Ariadne, 20.7, 490. 

Tura: Primavera, 28.2, 524-525; central 
panel of Roverella altarpiece, 525, 526 

Uccello: Battle of Sun Romano, 10.20, 


309-211, 
Victoria and Albert Museum 
Raphael; cartoon for Vatican tapestries, 























Oxford. 
Ashmolean Museum. 
Michelangelo: Crucifixion drawing, 996 
Piero di Cosimo: Forest Fie, 332, 333, 
Uccello: The Hunt, detail, 10,21, 211 
Christ Church Library 
Leonardo; drawing of deform 





d man, 





Richmond 
Cook Collection 
Francesco di Giorgio: Madonna, 348 
Roberti: Wife of Hasdeubel (or Medea 
and her Children), 529-530 


Windsor 
Royal Castle Lj 
‚sonardo: sketchbook and sketches, 19.1, 
355,971 


FRANCE, 











Amiens 
Cathedral 
Viergo Dorde, 1.10, 18-19, 20, 145 


Avignon, 100 
Notre Dame des Doms 
‘Simone Martini: Madonna 
fresco, 149 
Palace of the Popes 
Fourtcenth-century frescoes, 149 


nd Child 





Bourges 
Cathedral 


nent portal sculpture, 
Ts. PINE 






Last Jud, 
Last, 


Caen 
Museum 
Perugino: Marriage of the Virgin, 330, 
Stn. 


Chantilly 
Musée Condé 
Book of Hours, 190 
Piero di Cosimo: Simonetta Vespucci, 
17.9, 335 
Three Graces, 21.2, 398-399 
Sassetta: St. Francis panel, 338 





Chartres 
Cathedral 
La Belle Verrière window, 52, 106, 110 


DE a 
Chartreuse de Champmol 
Well of Moses, 186 





Paris 
Louvre 
Angelo, Coronaion of the Virgin, 124, 


Antonello da Messina, Condottire, 2424, 
Baldovinetti: Madonna and Child (2 
227 


214, 












Giovanni Bellini: Young Man with long 
‘black Hair, 466-407 
Jacopo Bellinl; Madonnas, 427, 524; Note-. 





books, 22.12, 425 

soni Te 14.1, 274, 275; Villa 
nni frescoes, 

Cimabue (assisted): Madonna, 3:19, 71= 





08 
orgio: 


dalo: Old Man and Boy, 15.9, 208. 
Giorgione: La Feto Champitre, 25.11, 450 
Gotto Shop: St, Francis receiving the 


“Deposition of Christ, L11, 19-20 
Leonardo, Annuncltion, 358; La Belle 
Ferronire, 357; (ascribed). Helmeted 
"m doma of he 
Y03: 557, 572; Mona Lia, 10.11, 057, 
A163 306-967, St. Ane and the Virgin, 
10.13, 857-355, 301, 067, 908, S73 
373. St. John the Baptist, 10.14, 358, 
307, 800: Woman with the Ermine, 957 

dior allarpiece, 134, 


Madonna of the Vietory, 23.13, 
asus, 23.14, 443; predella 
fene iom San. Zeno altarpiece 280, 
436-437 
Neroccio de” Landi: Madonna, 347 
Paolo Veronese: Cana Wedding, 27.16, 
516: Feast in the House of Simon, 
16, 519; Supper at Emmaus, 


Rape of Europa, 
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Paris: Louvre (Cont.) 
Raphael: La Belle Jardinière, 400; Baldas- 


Cast 
inten Selk parat 519 
Titans Crowning, eh Thoms, 498; Eae 





tombment, 26.14, 490, 496, 498; Fran- 
cis I 495; Man with Glove, 26.8, 491 
Tura: Pietà from. Roverella altarpiece, 





28.3, 526 
Vcgelo: Batle of San Romano, 209-211, 


Musée des Arts Decoratifs 
Magdalen Master: Madonna Enthroned 
fossal, 3.12, 

Notre Dame Cathedral 
Gothic: Madonna and Child, 7.2, 
145; transept portal sculptures, 


Strasbourg 
Musée des Beaux Arts 
Piero di Cosimo! Andromeda panel, 334; 
Madonna tondo, 336 


Tours _ 


Museum 


lant y lella panels (2) from Si 
rg om te 
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GERMANY 
Altenberg. 
Lindenau Museum 

Costa: Crucifixion, 531 

Guido da Siena; Ältarpiece panels, 80n. 


Berlin 
Former Kaiser Friedrich Museum 


Antonello da Messina: Portrait of a Young 
Man, 470 








Botticelli: Giuliano de' Medici, 275-270 
Carpaccio: Meditation over the Pasion, 


Domenico Veneziano: Adoration of the 
Magi tendo, 267; Portrait of s Young 

o 10.24, 214; St, Lucy altarpiece 

dal, panel, 212, 214 

(em ‚Autumn, 281, 524 

ran: Young Man, 

Gres ut > 

Filippo Lippi: Madonna adoring Child, 


Piero di Cosimo: Mars, Venus and Cupid, 
A. Pollaiuolo: David with the head of 
Goliath, 11.17, 235 
Roberti: Madonna, 28.7, 529 
Squarcione: Madonna and Child, 294, 


‘A. Viasat: Adoration of be Mag, 423 

















Bremen 
Kunsthalle 
Masolino: Madonna, 195 


Brunswick 
Museum 
Francesco di Giorgio: Atlas drawing, 946 


Dresden 
Gemaeldegalerio 
Antonello da Messina: St. Sebastian, 
2435, 


Copensio: Madonna with St. Francis, 
39.10, 548 
Giorgione: Sleeping Venus, 25,12. 482 
Sistine Madonna, 21.17, 410- 


Roberti Christ carrying the Cross, 288, 


530, 53 
Titian: ‘The Tribute Money, 456 


Munich 

Alte Pinakoth 
Botticelli, Piet, 14.13, 280-257 
Dürer: Four Evangelists, 439 
Filippo Lippi: Madonna and Child, 272 
Piero di Como: Andromeda panel, 334 
Raphael: Tempi Madonna, 400 
Titian! Charles V, 408; Crowning of 























GREECE 
Daphni 
Monastery Church 
Byzantine mosaics: 1.7, 18-14, 29, 38 
wA JUNGARY 
Budapest 
Gallery 
Bona da Ferrara: Madonna and Child, 524 
ITALY 
Anagni 
Cathedral 
Roman School: Frescoes, 4.4, 89, 91 
Arezzo 
Pinacoteca 


Margaritono: St. Francis of Assi, 331, 


Signorelli: Virgin in Glory, 319 
San Domenico 
Cimabue: Crucifix, 3.21, 74 
San Francesco 
Per dell rape: frscoos, 113-114; 
210, 221-893, 509, 527 
ho s oc a 
orenzetti: Altarpiece, 7.8, 150 
Vasari house, 506 


Assisi 
San Francesco, 67n., 94-95 

Lower Church, frescoes: Cimabue, SA7, 

, 99; P. Lorenzetti, 7.9-7.11, 

“in Magdalen Chapel, 165; 

Master of, the Right Transept, "53, 104 
Francis Master, 30-40; in St 

Matin’ Chapel’ Stee Marith A 
146-147; in St. Nicholas Chapel, 165 

Sacristy: SL Francis Master, Crucis, 39- 


Upper Church: architectural. decoration, 
£2.01 frescos: Cibus, 216, 618; 
Isahe Master, 4.8, 94; Roman "Sch 

93-05, 
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Santa Chiara 
‘Spoletan Crucifix, 221, 47 
Santa Maria degli Angeli 
Giunta Pisano: Crucifix, 2.12, 37, 39, 39 
St, Francis Master: Portrait of St. Francis, 
2.14, 40 


Bergamo 
Accademia 
Giovanni Bellini: Madonnas, 459 


Bologna 
Pinacoteca 
Costa Palazzo della Mercanzia altarpiece, 


Giotto Shop: Madonna with saints, 163 
San Domenico 

‘Giunta Pisano: Crucifix, 38 
San Giovanni in Monte 

Costa: Ghedini altarpiece, 28:9, 531 


Borgo San Sepolero 

Palazzo Communale, 
Piero della Francesca: Madonna della 
Misericordia, 11.1, 216-217; 
tion of Christ, 1.0, 227 


Brescia 
St, Alessandro, 
J; Bellini; Annunciation, 22.10, 427 


Brozzi 
Sant” Andrea 
Ghirlandaio: Madonna, 201 


Caregsi 
Convent o the Oblates 
Beriinghieri Sehool: Crucifix, 2.19, 44-45 


Castelfranco 
Cathedral of St. Liberale. 
Giorgione; Madonna enthroned, 25,8, 478 


Castiglione d'Olona 

Collegiate Church and Baptistory 
Masolino: Frescoes, 10.10, 190, 199 

Cefalà 


Cathedral 
Byzantine mosales, 29 


Cortona 
Cathedral 
Signorelli: Deposition, 319 
Museum 
Angelico: Annunciation, 12.11, 252 
San Marco: 
P. Lorenzetti: Crucifixion, 159 
Santa Maria della Grazie al Calcinaio, 346 


























Empoli 
Cathedral 
Masolino-Masaccio: Pietà, 198n. 





Florence, 26, 49-51, 74, 119, 140-141, 163, 
164, 168, 169, 178, 176, 181, 182, 194- 
195, 107, 208, 207, 208, 214, 210 
Accademia 
Bartolommeo: Vision of St, Bernard, 538 
Thirteenth-century dossal of St. Mary 
„Magdalen, 1 


Bad 
Filippo Lippi: Vision af St. Bern 
Mag Vm = 


Baptistery 
mratello; Tomb of Popo John XXII, 


94 
Ci, Doors, 195, 207, 208 
MaloByzanting: Mosaic, 3.19, 9.14, G1- 
154, 139, 181 
n wid, Bt john Paca 
ovino: Baptism of Christ, 543 
angelo (Palaos de Podest), 03, 189 
‘Donatello: David, 9.8, 186 
Giotto: Magdalen, Chapel fresco, 140 
Verrocchio: David, 854 
Bigallo, Museum 
gallo Master: Crucifix, 9.1, 51 
Berardo Daddi: Triptych, $8, 108 


Bonacossi Collectio 
.Glovanıt Bellini: Fugger portrait, 400 
ilptures, 


Campanile 
onatel 

Giotto: Sculptures, 125n, 

Casa Buonarroti 
Michelangelo: Sculptures, 375 
Cain B à 

Andjet del Cratsnos Eueran port 
Nen da ronda, Jede 0 
Sio i, lied plans windows, 230 

Donato Sculptures 189 

Michelangelo; Pietà, 30.15, 390, 

Voi, Eayestrian, portrai, of, Sir John 
Hawkwood, 10.10, 207-208, 200; 
Prophet heads, 208 

Vasari-Zuccari: Dome decorations, 566 

Certosa. del 

Pontormo: Frescoes, 554, 502 
senti (hospital) 

Ghirlandaio: Adoration of the Magi, 158, 










































Musco Archeologico. 
Greek: y, 
Ognissanti, Chun 
Botticelli: St. Augustine in his Study, 15.3, 


"298 
Ghirlandaio: Deposition, 291; Last Sup- 















oram; Mad s n ^ 
289, agi Di 
Tirmolio di Cambio; Sculpture from 
molto di Cambio: Sculptures 
Cathedral, 138 = 





Bigallo Master: San Zenobius alt 
2 


Orsanmichele (Guild house), 195n. 
Verrocchio: Christ and the Doubting 
Thomas, 354 











Palazzo Quaratesi, 93, 9.6, 1 
Palazzo della Signoria, (Vecchio), 9:1, 189 
Perugino-Filippino Lippi: Frescoes, 209 





Vasari: Decorations, 564, 560 
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Florence (Cont.) 
Pitti Gallery 
Bartolommeo, Pietà, 294, 541; Risen 
Christ, 511 
Botticelli: Minerva and the Centaur, 280 
longone Titan, The Concert, 482 1,17 
caro dà Vege? 


Paolo Veronese; Daniele Barbaro, 519. 
Pagni, Madonna al Coll Lungo 
500 
Perugino: Entomiment, 167, 312, 403 
Hpac Maddalena Dan "ich inn 
iranducea Madonna, 400; Madonna of 
the Baldocchino, 402; Madonna of 
the Chair 21.16, 410; Pope Julius ti 
jap), 500n., Pope Leo X, 21.13, 


Anita del Sarto, Assumption of the Vie 
gin (2), 546; Dieta, Bat 
Tian: La Bell, 02; Young Englihman, 


Riccardi (Medici) Palace 
Gozzoli; Procession of the Magi, detail, 
sty as 
FURE aTi Rodici ehapel altarpieco, 208 
San Lorenzo, 181, 183 ae È 
Bey Marini of St Lawn, 




















Filippo Lippi: Annunciation, 19.3, 200 
Sat arco (Monate) Must, 6, 250, 


Aagelico: Frescoes and painting 191, 
2.3, 12.5, 127-129, 241, 249, 240, 
248-950 

Bartolommeo: Last Judgment, 598; St, 
Anne and, the Virgin, 538 
San Michele Visdomini 
Pontormo: Madonna and Saints, 90.1, 554 
San Miniato 
Baldovinetti-Pallaluolo: Decorations, 237n. 
Sant" Apollonia Castagno Museum 
Andrea del Castagno: Frescoes and paint- 
fig, 1142-11.15, 225, 330-232, 259, 


San Egidio 
Domenico, Veneziano;Piero della Fran- 
esca: Frescoes, 212 
Santa Croce, 94, 5, 183, 
Donatello: Crucifix, 233 
Florentine School: St. Francis altarpiece, 


9.9, 52-59, 104 
Agnolo Gaddi: Choir frescoes, 8.11, 170. 
Taddeo Gaddi: Baroncelli Chapel frescoes, 
8.4, 8.5, 167-168, 190 
Giotto: Bardi Chapel frescoes, 6.16, 138, 
140, 203, 375; Baroncelli Chapel altar 
piece, 163; Peruzzi Chapel frescoes, 
6.17, 198, 140. 
Maso di Banco: Sylvester Chapel frescoes, 
8.1, 164 
Orcagna: Triumph of Death, 173 
Santa Felicità 
Bronzino: Evangelist head roundels, 562 
Jescent from the Cross, 30.2, 



































E 





rescocs, 








Ripon, Lipa Brancacci Chapel f 
a as tt 
i Y, Fresco fragment in cloister, 
ee n 
Masaccio- Masolino: Chapel 
reson 1011710... 198-205, 
301, 875 
Santa María Maddalena dei Pazzi 
Perugino: Cruciion, 164, 301-308. 
Santa Ning Stage 
i Nada, 310,50 
dre da Finds Spanish Chapel f 
Ja Firenze: Spanish Chapel fres- 
Mee, 110-178, 800 Bim oto 
Gradi: Chor | 157, 295, 
295-297 
Gips: Cri, 44, 159, 195.190 
ho pozzi Chapel frescoes, 
TVs, oi) aoa T 
Masaccio: Trinity, 10.17, 205, 271 
Orcagna: Strozzi Chapel altarpiece, 8:7, 
Vega: Creen cloister frescoes, 1018, 
Santa Trinità 
Ghitandalo: Frescos, 15.3, 209, 205, 830, 
Santo Spirito, 0:5, 189 
Filipino Lipp: Nerli Chapel altarpiece, 





1548, 801 
at 





Assumption of tho Vir- 
"ui fresco, 556 


Andrea del Sarto: Frescoes, 29,5, 20.0, 
Madonna of the Sack, 
seat !9, 16-847, 554 
calzo 
Andren, del Sarto: Frescoes, 297, SA1, 
56-51 


Vita Gallery 
Angel ‘Coronation of the Virgin, 12.4, 


538; Jonah, 538; 
Mystic Marriage of St, Catherine, 29.2, 
ill 8: St Mick, 30.3, 58 Si 


Foti Adoration oF e Mage 148, 
TO: Birth of Venus 1.6, 070 Corona: 
tion of the Virgin, 14.18, 284-285, 257 
Fortitude from the Mercatanzia, 
Judith, wi the head of Tl 
75; Madonna, 274; Madonna en- 

382, Many of the Nagi 
the 




















im 
leanor of Toledo and Son, 


30.12, 566. 
Cimabue: Crucifix from Santa Croce re- 
fectory, 3.20, 72, 74; Santa Trinità Ma- 


donna, 3.18, 70-71, 72 
Crucifix: No, 432 ( Pisan), detail, 29, 33, 
38; No. 434 (Florentine), 3.5, 54-85, 
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Domenico Veneziano: St. Lucy altarpiece, 
10.22, 212 
Duccior Rucellai Madonna, 5.1, 104, 108 
Fiorentino: Moses and the Daughters of 
Jethro, 304, 557 
Adoration of the 


Genie da Fabriano: 
Magi, 1 
ludgment of. Solomon, 257, 
Titian), Knight of "Malta, 
185; Moses! Trial by Fire, 477 
Deposition, 164 
Ognissanti Madonna, 6.15, 197- 


138 

Leonardo: Adoration of the Magi, 193, 
"305, 857, 58, 000, 871, 372; Annunci 

pilipino Lippi: Ad £ the Mi 
rdippino Lippi: Adoration of the Magi, 
5; wi Perugino}, Descent from the 

rio Lippl: Coronation of the Virgi 
ipo Lippi: Coronation of the Virgin, 
18% 2087 Madonna adoring Child (2), 
13.10, 268-499; Madonna. and. Child, 
13.19, 971, 272 

A Lorenzetti; Presentation In the Temple, 
7.18, 180-101 

Lorenzo, Monaco; Coronation of the Vite 
in, 107, 1 

Mantegna; ' Adoration of the Magi altar- 
plece, detail, 28.8, 437-499; Madonna 
OF the Quarries, 439-440 

ciation, 7.0, 148 




































Simone Martini: Annu 
Masuccio-Masolino: Madonna and St, 
‘Anne, 198M, 
4 Christ and Four Saints altarplece, 
A1, 00, 65n 





Melozzo da Forli: Annunciation, 822 

Michelangelo: Doni Madonna, 20.2, 376 

Perugini jon of the Virgin, 310; 
Madonna and Saints, 907; Pietà, 
307, 808 

Piero di Cosimo: Andromeda panels, 394, 








Duchess 
207-220 


Piero della Francesca: 
ff Urbino, 11.10, 11, 











Raphael: Madonna of the’ Goldfinch, 21.6, 
"0 Pope Juas (cop 10 
Andrea del Sarto: Four Saints, 510; M 
"lonna of the Harpies, 29.8, 544; Ma- 





donna with six Saints, 544; St. James 
with two altar Boys, 546; Putti, 


546 
Signorelli; Crucifixion, 16.15, 319; Holy 











Family tondo, 819; Madonna and Child, 
16.16, 819, 931 
"Tintoretto: Jacopo Sansovino, 27.15, 515 
Titian: Pietro Arentino, 499; Duke and 





Duchess of Urbino, 492; Flora, 490; 
Venus Urbino, 452, 492 

Uccello: Battle of San Romano, 209-211, 
324. 


Van der Goes: Adoration of Shepherds, 


205 
Vasari: Forge of Vulcan, 30,10, 564 
Verrocchio (with Leonardo): Baptism of 


‘Christ, 19.2, 356 


Frescoes, 297 








Foligno 
Palazzo Trinci 
Fifteenth-century frescoes, 306 


Formis 
Stio 
cine Hom 
Tin, 29, 661, 107, 102 


Grosseto 

Pei da Siena (assisted), Last Jaen 
ldo da Siena (astisted), Last Judgment, 
CEARA 





Frescoes, 19, 


Loreto 
Santa Casa 
Melozzo da Forli: Vault frescoes, 16.20, 


- 329-004 
Signorelli; Vault frescoes, 315 


Lucca 
Museo Civico 
Bartolommeo: God the Father, 29.1, 598, 


Xii nah 
Deodato Orlandi: Crucifix, 7. 





Lucchese School: Crucifix, 22, 27-28 
San Michele, 

Lucchese School: Crucifix, 27-28 
Lugano 
Thyssen Collection 





lundi: Glovanna Tornbuoni, 296 
Mantua 
Cantello Gonzaga (Roggia) 

Mantegna’ Prescoon 2411, 439, 440-441 
Palazzo del tà 

Gillo Romano: Frescos, 201 


Massa Marittima. 
Town Hal 
‘A. Lorenzetti: Madonna, 7.14, 155 





Mo ey 
Brera Gal 
Gentile and Giovanni Bellini: St, Mark 
Preaching in Alexandria, 24.5, 450-451 





Giovanni Bellini: Piet, 24.9, 439, 404 
Cossu: St. Peter and St. John the Baptist 
from San Petronia alt 
Mantegna: The Dead Christ, 
‘St, Luke altarpiece, 496 
Piero della Francesca: San Bemardino 
arplece, 224, 229 
Raphael: Marriage of the Virgin, 213, 
99-400, 404 
donna, 529 
Signorelli: Flagellätion of Christ, 315 
Tintoretto: Finding of St. Marks Body, 
27.4, 500, 508 
Castello Sforesco 
Leonardo: Decorations, 357 
Filippo Lippi: Madonna of the Hi 
25 
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Milan (Cont.) 
Poldi Pezzoli Museum 
Fiftcenth-century head of Charity, 524 
Santa Maria delle Grazie 
Leonardo: Last Supper, 10.10, 357, 961, 
363-364, 867, 971 


Monreale 
Cathedral 
Byzantine mosaics, 1.14, 23, 29, 77 


Monte San Savino 
Santa Maria delle Vertighe 
Margaritone: Madonna dossal, 82 


Montefalco 
San Francesco 
Gozzoli: Frescoes, 12.19, 254 


Montelungo 
Parish church 
Margaritono: Madonna dossal, 82-83 


Monte, 

Cemetery Cha 

Pleo della Francesca: Madonna, 118, 
E 


Naples, 24 
Capodimonte Museum 
Giovanni Bellini: Transfiguration, 24.11, 
454 


Simone Martin 
45, 365 


7.3, 145, 
Mavalin Assumption of the Virgin, 10,8, 
Titian; Dana’, 20,11, 494-405; Pope Paul 

IN (2), 20,9, 493 

Museo Nazionale 

Roman copy of Greek relief of Hermes, 
Orpheus and Eurydice, 1.2, 8, 130 

Santa Chiara 

. Glottesque work, 140 

Santa Marla Donna. Regina. 

Frescons, 0 
María of Hungary's tomb, 09 


Orvieto 
Cathedral 
Anglico (with Gozzoli); San Briso 
Signor San Brio Chapel Last Jud 
more sio Chapel Last Judg- 
‘ment, 10.12-10.14, 010010, 924 
Santa Mara del Serv 
Coppo: Madonna, 9, 58 


St. Louis of Toulouse, 











: Frescoes, 6.1, 6.2, 0.5, 6.6, 69- 
+11, 82, 119, 130-190, 137, 155, 157, 
164-165, 365, 981, 431 
Giovanni Pisano: Madonna, 6.3, 124 
Eremitani, Church of the 
Guariento: Frescoes, 431 
Mantegna: photo murals of now-destrayed 
Ovetari Chapel frescoes, 23,3, 23.4, 459- 
435, 445, 451, 524 














Museo Civico 
Squarcione: St. Jerome altarpiece, 431 
St. Anthony (Santo) 
‘Altichiero and Avanzi: Frescoes, 431 
Donatello: Altar seulptures, 187, 323, 425, 
ti, 454 


St, Anthony, School of 
"ton: Frewcoes, 485 
Palermo 


Church of the Martors 12 
Mosaics, 29 ws 














nzano 
Church of San Leolino 
Meliore (?); Altarpiece, 60, 61 


tim 
Cathedral 
a Garossio: Dome fresco, 29.13, 552 
Correggio: Martyrdom of S$. Placidus and 
Flavia, ‘sis re = 
NT M 
Correggio: Dome frescoes, 20,12, 550, 552 
Parmigianino: Chapel figures, 588 
MERE E aae, sr, s 
ROTE aea za, sas, 
558 È 


Steccuta 
Parmigi 








nino: Ceiling decoration, 558 


Perugia 
Cambio 
‘rugino: Frescoes, 10.6, 310, 312 
Gallery 
Bonfigli: Adoration of the Magi, 906; An 
‘nuneiation, 16.1, 507; 
Pintoricchio: Madonna En 
St. Francis Master: Ci 
San Bernardino pancls (5, 
Palazzo Pubblico 
s Denfilis St Tous fescoes, ao7 
San Severo, 
Raphacl-Perugino: Trinity, 312 








Pescia 
San Francesco 
Bonaventura Berlinghieri: St, Francis al- 
tarpiece, 2.5, detail, 26, 29, 32 


Pisa, 93 
Campo Santo, I71n. 
frescoes, 8.9, 168n, 171, 172-179, 257, 
Sin. 
Cathedral 
Cimabue: St, John, 3.15, 68, 67, 68 
Museo Nazionale 
Crucifix: No. 15, 2.8, 93, 96; No. 20, 210, 
etal, 2.11, 33, 96-37 
Ranieri Ugolino: Crucific, 43, 44 
San Martino Master: Madonna altarpioce, 
2.18, 44 
‘Thirteenth century: St, Anne and the Vi 
arpiece, 44; St, Catherine altare 
217, da, 
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Say Francesco ï 
i. Francis altarplece, 2.15, 40. 
San Frediano 

Crucifix, 2.7, 99 
San Martino 

Enrico di Tedice: Crucifix, 2.16, 41 
San Ranierino. 

‘Giunta: Crucifix, 98 








Pistoia 
Cathedral 
Coppa di Marcovaldo (with Salerno): 
Srucifix, 3.7, 55, 57, 58-50 
Sant Andrea. 


‘Giovannt Pisano: Pulpit, details, 64, 60, 
6: 125, 126-197, 156 
Prato 
Cathedral 
Ponso; Pulp del 010.187 110 
i Choir frescoes, 13,0-139, 
201.208, 200, 267, 270, 511, 541 
Museo Communale 
Filippino Lippi: Tibernacle, 15.10, 305 


Ravenna, 22 
Early Christian mosaics, 65-66 
Galla Placidia, 120 


Rimini 
Musco Civico 
Bellini; Pietà, 454 
Son Francesco, 217 
Tempio Malatestiano 
‘Agostino di Duccio: Seulptures, 217 
Piero della Francesca: Chapel of Relies 
frescoes, 11.8, 217, 219 











Rocca di Fontanello 
Parmigianino: Decoration, 558 


"y 

Circo, 28.11, 594 
bment, 21,7, 912, 409; 

o Virgin, 830 

id, 502; Sacred 
5-180 






and Profane 
Casa Colonna 
"Tura; Row 
Castel Sunt’ Ange 
Dosso Dossi: Bacchanalia, 534 
Raphael's pupils: Decorations, 560-561 
Doria Gallery 
Mazzolino: Massacre of the Innocents, 


28.10, 
Pesellino: Predella panels (2), 273 
Galleria Nazionale 
Filippo Lippi: Annunciation, 200; Ma- 
doma and Child, 13:2, 260, 273 
Lateran Museum, 
Greek: Sophocles statue, 96. 
Quirinal Palace 
Melozzo da Forlì: Fresco fragments, 323 








a altarpiece panel, 525-520 

















St. John Lateran 
Cosmati wark, 86 
Giotto (2): Boniface VIII fresco, 196 
mosaics, 93n. 

St. Paul outside the Walls 
'Armolfo: Sculptu 
Cavallini: Fresco, 08 
Cosmati work, SU 

St, Peter's Basilica, 978, 564 

iclangelo: Piet, 20. 
1 











975 

frescocs, 88n.; Giotto: Navicella, 

31, 136 

San Giorgio in Velaro 
mosaics, 


San Lorenzo outside the Walls 











Cavallini; Last. Judgm 
4.10, 96, 98, 122 

Santa Maria in Aracoeli 
Pintoricchio: Frescoes, 912 

Roman School: Icon, 87 

inta Marla in Campo, Marzio 

Roman School: Madonna Avvocata, 42, 
80-87 


it fresco, detal, 














nta Maria Maggiore, 60 
Roman School: Propihet fresco, 40, 91 
Rusati; Monte, O1, 8. 
Santa Maria sopr Minerva 
Ali Lippi! Carafa Chapel f 
Filippino Libpi: Caraffa Chapel frescoes, 
Bet 301-303 : 
Pope Paul 1V's tomb, 302 
Santa Maria della Pac 
Raphael: Sibyls, 501, 407 
Santa Marin del Popolo 
y Cole us 
Junior, 543 
Santa Maria in Trasivere 
"Cavalli: Morales, 40, 05-00, 98 
Santa Maria in Vescovio 























Santi Quattro, Coronati 

Sylvester Chapel frescoes, 17n. 
Vatican 

Borgia apartment 

Pintorlechlo: Frescoes, 16.8, 312-318 








to: Two mosalo angel hends, 196 
Leonardo: St. Jerome in the Desert, 
19,4, 357, 360; Last Judsment panel, 


88 

Melozzo da Forli: Apostles heads, 323; 
Tope Situs IV holding audience, 
16.18, 522 

Perugino: Resurrection of Christ, 810 

Raphael: Coronation of the Virgin, 399; 
“Transfiguration, 21-18, 413 

Hobert: Miracles of St. Vincent Ferrer, 








9 
A. Vivarini: Altarpiece, 426 

Logic 
Raphael; Frescoes, 408 
Raphael's pupils: Frescoes, 90.7, 560 
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Rome: Vatican ie) 


Ka SUR FOE taestles, tin. 
Milano: Fresenes, 2.4, 304, 500 
St Nicholas Chapel, 816, 380 
“Angelico: Frescocs, 12:12, 252-254 


Sancta Sanctorum 
St Lake’ portal of Chit 97.88 
Sistine Chapel, 95, 280, 208, 395, 301 
Michelangelo: Ceiling frescoes, 20-4- 








20.11, 301, 376, 378, 390, 408, 552, 
568; ‘Last’ Judgment, 2012, detail, 
20.13, 301-392, 560 


wall frescoes, 16.11, 17.1-17.4, 299, 307, 
813, 315, 326; 397, 330, 331-332, 
346, 399 





Fresooes, 21,8-21.11, 302, 

10, 403-407, 508 

“apa Press, fronte, 31.19, 407 
piaci 5, frontis, 21.12, 407- 


San Gimignano 
Collegiata 
Barna da Siena and Bartolo di Fredi: 
Frescoos, 8.8, 171 





Benedetto da Majano: Seupture, 200 

Giisiandsios Chepel of Santa Finn fer 
oct 1, Sah, oT 

Gozzoli; Fre 


Palazzo Communit (Town Hall) 

Genel Chat a Most, 112 
ippo Memmi; Fresco, Maestà, 112, 
ion, 857 

Museo male 

Coppo di Marcovaldo; Crucis 30, 55 
Gozzoli: Madonna, 257 
Filippino Lippi: “Annunciation, 15:10, 


Sant’ Agostino 
Gozzoli: Frescoes, 257 








Sarzana 
Cathedral 
Guglielmus: Crucifix, 2.1, 27, 28 


Settignano 
Berenson collection, 423 


Siena, 49-50, 51, 75, 110, 11n., 142, 143, 
169, 171, 209 
Baptistery 
Vecchietta: Frescoes, 342 
Cathedral, 124 
Beccafumi: Pavement mosaíes, 558 
Duccio: Oculus, 544, 109-110 
Francesco dl Glog: Angels, 946 
Guido da Siena Shop: Madonna del Voto, 
78-79, 
Pintoricchio: Piccolomini Library frescoes, 
169, 313, 315 
Monteoliveto (monastery) 
Signorelli: Frescos 616-310 








Opera del Duomo Museum 
Duccio: Maestà, 5.5, 106, 107, 108, 110- 


17 
P. Lorenzetti: Birth of the Virgin altar- 
piece, 7.12, 140, 153-155, 150, 160-161 
Sienese School: Madonna, 329, 15-76 
Palazzo Publico, 
ido de Sesa; San Domenico Madonna, 
324, 76-77, 78, 80 
A. Lorenzetti: Good and Bad Government 
frescoes, 7.13-7.17, 155-139 
Simone, Martini; Equestrian, Portrait, of 
Guidoriecio, 7.5, 147, 305; Madonna, 
TA 112, 4-44, 147 












Descent into Hell, 558; Pun- 

shment of the Rebel Angels, 90,5, 558 

Domenico di Bartolo: Madonna, Sai 

Francesco di Giorgio: Madonna, 345 

Guido da Siena; Altarpicee pai, 80m; 
Madonna Enthroned, 9.25, 7 

A, Lorenzetti: Annunciation, 7.19, 162 

Neroecio de’ Landi: Madonna and Child, 
18.19, 947 

St. John Master; St, John, tho Baptist altar- 


Piece, detail, 
St, Poker Masteri St, Peter altarpiece, 928, 
Sienese School: Christ in Glory altarpiece, 
St, Agostino 
Matteo di Giovanni: Massacre of the Inno- 








cents, 189, 045 
San Domenico. 
Francesco di Giorgio: Adoration of the 
Shepherds, 18.11, 345-246 
San Francesco. 
A. Lorensetti: Madonna del Latt, 73, 


P. Lorenzetti: Crueilsion, 150 

Sioppo Madonna Enthroned, 9.8, 58 

Spedale della Scala ey 
amen dl daras cenes 198, 341 
Vecchetta: Frescoes, 18:7, 948 


Spello 
Sant Andrea 
Pintoricchio: Madonna enthroned, 16,10, 


315 
Santa Maria Maggiore 
Pintoricchio: Chapel decorations, 313 


Spoleto, 45-47 

Clare Linp: Frescos, 278,302 
|: Fresco 

Alberto Soto: Crucis, 3.20, 4, 47 


Subiaco, 89-90 
Monastery o Sant S 
frescoes, 4.5, 170, 00 
fresco portrait of St. Francis, 91 


Sutri 
Cathedral 
Roman School: Christ Enthroned, 43, 87 
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Tivoli 
Cathedral 

"Thirteenth-century triptych, 88. 
San Silvestro 

Romanesque Frescoes, 1.8, 17 


Torcello 
Cathedral 
Byzantine: Mosales, 10, 1.12, 19, 18-19, 
30-22, 122 


Trevignano 


Santa Maria Assunta 
'Thirteenth-century triptych, 88n. 





ardo: Draving of angel, 194, 901 


Angelico: Panels, 241 
Filippino Lippi: Tobias and the Three 
‘Angels, 


Vino 

Galle 

Piero della. Francesca: 
Christ, 227 


Venice, 417, 471, 477 


Accademia. 

Gentile Bellini: Banner of the Blessed 
Lorenzo Giustiniani, detail, 24.1, 445; 
Miracle cf the Holy Crow Relic, E 
Procession in St, Mark's Si 243, 

448; Recovery of the Relic of the Holy 
Cross, 244, 148 
Giovanni Bell 


Flagellation of 
















Uria camaro, 85, 288, 


471-478, 

Giorgione: Soldier and the Gypsy, 25:10, 
Jacobello del Fiore: Justice triptych, 28.8, 
Leonardo: sketches, 19,9, 19.15, 362% 


368, 971 
Lorenzo Veneziano: Annunciation ti 


tyeh, 420; Mystic Marriage of St. Cath 











erine, 22.3, 420 
Mantegna: "St. George and the Dragon, 
238, 


lo 

Niccolò di Pietro: Madonna enthroned, 
22.4, 420 

Paolo Veneziano: Altarpiece, 418 

Paolo Veronese: Christ in the House of 
Levi, 516 

Tintoretto: Adam and Eve, 506, 508; Cain 
‘and Abel, 506, 508: Dream of St. Mark, 
512, S14; Martyrdom of St, Catherine, 
27.13, 518; Miracle of the Slave, 27.3, 








505-500; St. Mark's rescue of a shi 
Nrssked suicen, B Tramport o S 
Masks hod; 

"Tiam. and” Pala, Giovane). Piet, 
26:16, 500, 502; Presentation of the 
Virgin, 20,10, 405-401, 501, 505 

Correr Museum 
Cenne Belini: Doge Giovanni Mocenego, 


Gigvanni Bellini: Crucifixion, 451; Pietà, 
24.10, 454; Transfiguration, 24.6, 451 
icclo: Two Venetian Courtesans, 


cu 

355, 405 

Vonetian-Byzantine: St, Andrew, 221, 
Baptist, 418) 


‘418; St, John th 
Doge's Palace 
Paolo Veronese: Ceiling, 27.21, 520 
Tintoretto: Mythologieal painti 
518 
Son, Cassiano 
- Tintoretto: Crucifixion, 27.12, 512 
San Giorgio Maggiore 
Tintoretto: Last Supper, 37.14) 514-515 

















s, 509, 











on Giorgio de Saar, School of 
‘arpaccio; St. George amd St. Jerome can- 
vases, 25.3, 25.4, 473-475. 





Soy lite Poli uam) i col 
'erocchio; Equestrian. portait of Col- 
Teone, 354 P 
San Marco 

Byzantine: Mosalos, 





24, 12, 29, 20, 


ellmistie: Bronze horses, 208, 417 
Pala d'Oro, 25, 417, 418 
San Marco Museum 
Gentile Bellini: organ shutters, 445 
San Pantaloone. 
. Vivarint-G. d'Alemagna: Coronatton of 
“the Virgin, 229, 4 
Sun Rocco, School of 
Tintoretto: Life of Christ and Old Tosta- 
San ¿rest canvases, 7/8-27.10, 508-500 
cul lan Tranfiuration, 2015, 498 
ambono: St, Crisogono, 82.0, 423 
















San Tarasio Chapel 





paintings, 230, 42, 425 

inn Bellini: Madonna, 24.18, 463- 

A. Vivarini-d'Alemagna altarpieces, 22.7, 
‘99,8, 429-425 


Santa Caterina 
Paolo Veronese: Marriage of St. Cather- 
ine, 319 
Santa María Formosa 
Palma Vecchio: Altarpiece, 521 
Santa Maria dei Frari 
Giovanni Bellin 
24.14, 456, 459 
Titian: “Assumption of the Virgin, 205, 
486-487, 490, 546 
Santa Maria dell’ Orto 
"Tintoretto: Last Judgment, 504-305; Pres- 
entation of the Virgin, 27.2, 505; Wor- 
Ship of the Golden Calf, 37.1, 504-505 








Madonna and Saints, 
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Venice (Cont) 
Santa Maria della Salute 
Tintoretto; Cana Wedding, 37.5, 508 


Verona 


Gall 
Paolo Veronese: Pasto Guarienti, 519 
San Giorgio in Brida 
Paolo Veronese: Martyrdom of St. George, 
27-19, 519 
Sant" Anastasia 
Pisanello: Fresco, 193 
San Zeno 
Mantegna: Altarpioce, detail, 215, 498 
Sealigers tombs, 147 





i: Baptism of Christ, 24.17, 


Vico l'Abate 
Sant” Angelo 
St. Michael altarpiece, 3.4, 53, 54 


Viterbo 
Museum 
Sebastiano del Piombo: Pietà, 521. 


Volterra 
Palace of the Priors (museum) 
Rosso Fiorentino: Descent from the 
Cross, 90,3, 556 
lit: Madonna enthroned, 319 


NETHERLANDS 








li Cosimo: Francesco di Bartolo 
Giamberti and Giuliano da San Gallo, 
335-336 


veh a 
Archepiscopa] Museum. 
‘Gullo de Siena Alturpicce, 80n, 


POLAND 
Cracow 


Czartoryski Museum 
Neroccio de' Landi: Madonna, 347 


SCOTLAND 
Museum 
Dosso Dossi: Madonna and Saints, 534 
SPAIN 
Madrid 


Prado 
Raphael Carina 100 
bens: copy of iti 
"us, 400 
Titian; Bacchanale, 490; Charles V por- 
traits, 495; Danaë, 4; Entombment, 
290,496, 1 semane, 498; Por: 
iL of Philip IL, 495; Sell 
36.17, 500; Worship of Venus, 190 





Worship of Ve- 








TURKEY 
Istanbul (Constantinople), 10, 23, 417 
Santa Sophia 
Byzantine mosaic: Leo VI prostrate be- 
fore Christ, 1.4, 12 
Seraglio Library 
Gentile Bellini: miniature of Mohammed 
TL 447 








USSR. 
Leningrad 
Hermitage 
Leonardo: Madonna, 357. 
Filippo Lippi: Madonna, 299 
Titian: Danae, 404-495. 
Ugolino di Tedice: Crucifix, 43 
UNION OF SOUTH AFRICA 
Capetown 
Museum 


Piero di Cosimo: Jason panels (2), 332 


UNITED STATES 
Baltimore, Md. 
The Walters Art Gallery 
Gaterino Venezia: Alpe, 420 
volo Veronese: Lucia Thiene 
daughter Porzia, 27.20, 519, 











Spoletan Crucifix fragment, 47n. 
Boston, Mass, 





ut Gardner Museum 
ji Assumption of the Virgin, 12.2, 


a 

Gentile Bellini: miniature of Turkish 
youth, 447 

Botticelli: Madonna, 275 

‘Titian: Rape of Europa, 26.12, 496 








Tura: Cinvamelson roundel fom 
Roverella altarpiece, 320 
Cambridge, Mass, = 
Fogg Art Museum, Harvard University 
Tic Allegory o the Crow 283 
Piero Coso! Dicovny dl Wine, 909 


A. Pollaiuolo: drawing, 239 
Tura: Adoration of the May 
Roverella altarpiece, 


Chicago, I. 
The Art Institute 
Gentile Bellini (2): Turkish panel frag- 
ment, 447 
Giovanni di Paolo: Ecco Agnus Dei, 539; 
St. John the Baptist going into the 
Desert, 182, 330 
Sono di Pietro: Madonna and Child, 340 


Cincinnati, Ohio 
Art Museum. 


Mantegna: Tarquin and the Sibyl, 23.12, 
MICH TEM A 


Hartford, Conn. 
Wadsworth Athenaeum 


Piero di Cosimo: Hylas and the Nymphs 
(2), 332, 333 


roundel from 
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Kansas City, Mo. 
Nelson Gallery 
Francesco dí Giorgio: Rape of Europa, 
E 
New Haven, Conn. 
Yale University Art Museum. 
Lorenzo Monaco: Crucifixion, 194-195 
Neroccio de' Landi: Anaunciation lunette, 
347, 348 
A; Folatvole | Slaying of the centaur 


Sassetta: St. Anthony the Abbot, 338 


New York, N. Y. 
Frick Collection 
Giovanni Bellini: St, Francis receiving the 
Stigmata, 24,12, 436 
Duccio: Maestà predella panel, 117 
Titian: Pietro Aretino, 4 
Lehman Collection. 
‘Giovanni Bellini: Madonna, 453 
Metropolitan Museum of Art 
Antonello da Messina; Christ crowned. 
with Thorns, 469 
Giovanni Bellini: Madonna and Child, 
459; Youth in Black, 40 
Botticelli: Last Communion of St. Jerome, 


Carpaccio, Meditation over the Pasion, 
475, 477 


donna and Child, 23.2, 432 
dato: Francesco Sassettî and son, 


Bearded Young Man, 









School: 





rom the Ii 
St. John the Baptist, 335 
Raphael: Morgan Madonna, 400 

Sassetta: joumey of the Masi, 18.2, 398 
Titian: Alfonso d'Este, 402; Venus and 


Adonis, 406 
Tila Studio: Lady: wäh the Miror, 











Tied Ha fato Bank ganda from 
Roverella altarpiece, 526 
Mogmar Art Foundation 

Francesco di Giorgio: Fidelity, 40 


Philadelphia, Pa. 

Philadelphia Museum of Art 

Antonello da Mesa: Christ crowned 
with Thor 

Ciovanı Bellini; Madonna and Child, 

247, 451, 453 


Princeton, N. J. 
The Art Museum, Princeton Universi 
Guido da Siena: Annunciation panel, 3.27, 


80n, 81 











San Diego, Calif. 
Fine Arts Museum 
Jacopo Bellini; Madonna, 427 


Sewickley, Pa 
George Ri. Hann Collection 


Bigallo Masters Madonna enthroned, 32, 


Washington, D. C. 
National Gallery of Art 
ndrea del Castagno; David with 
ats head, 23 
Giovanni Bellini; (with Titian}, Feast of 
the Gods, 24.20, 463-460; St. Jerome 




















in the Desert, 521 
Benvenuto di Clovanni: Adoration of the 
Masa, 16:10, 345 
Botte Adoration of the Magi, 144, 
‘216; Giuliano de" Medici 270 
Catering Veneziano: Madonna of the 
cnin, Si ect 
ima da Conegliano: St. Jerome in the 
Desert, 521 


Cozzarelli: Annunciation, 345 








Domenico Ve predella panets 
St. Lucy altarplece, 1023, 212 
Dua Dos; Departure o the Argonauts, 








coll: Madonna, 257. 








Filippo Lippi: (with Angelico?) Adora- 
ton oî the Magi tondo, 13.19, 270; 
Madonna and Child, 270-271 

Marguritone: Madonna enthironed, 1.30, 


SENS 03 


clo de 
18.13, 348-949; Portrait of 
Paolo Veneziano: Coronation 





Worcester, Mass. 
Art Museum 


Pesellino: St, Sylvester reviving the Bull, 





Piero di Cosimo: Discovery of Honey, 
7.0, 333, 334, 396 

da Zevio: Madonna in Rose 

10,6, 194 
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